


Since its first edition in 1951, the São Paulo Bienal has sought to exam-

ine contemporary cultural production from the vantage point of Brazil and 

its place within the international context. However, unlike other large-

scale exhibitions held in cities with relatively small populations, ours 

takes place in one of the largest metropolises in the world, in a country 

where access to art and the transformative power it wields is still 

severely limited.

 As such, our Bienal dialogues with society in a way that is dif-

ferent to the others and this comes with a unique set of challenges and 

responsibilities. Above all, this singularity demands the creation of 

institutional structures that are self-sustainable and that improve upon 

the experiments of the past. It requires a Bienal that does not start 

from scratch every two years, but rather develops solid bedrock for ongo-

ing work and builds toward an institutional identity that envisages the 

Fundação Bienal de São Paulo's enhancement as a collective-interest entity 

committed to art and public formation.

 After a first phase that recomposed and recovered the institu-

tion's values, we now strive to lay even deeper foundations for the 

future. The Fundação Bienal de São Paulo has a fully professionalized 

administrative model in place that affords greater financial autonomy 

and more efficient management. For the last two years we have had the 

privilege of running a permanent educational program which has broadened 

the range of our interlocution with people and works, generating dialogues 

between members of the team and the public.

 The idea behind this permanent exchange is also the platform for 

the 30th São Paulo Bienal – The Imminence of Poetics. Intended as a nexus 

for a diversity of poetics, the exhibition aims to be an event that is 

capable of producing constellations of works and artists that converse 

amongst themselves. The ranging dialogue between the curators and guest 

artists will result in a Bienal made up of many works on-show for the 

first time and others specially commissioned for the event.

 This celebration of the 30th Bienal is thanks to decisive sup-

port from the Ministry of Culture and São Paulo City Hall, as well as the 

engagement of our sponsors, such as Itaú, Oi, AES Eletropaulo, Mercedes-

Benz and Gerdau, and such valuable cultural partners as SESC São Paulo 

and FAAP – Fundação Armando Alvares Penteado. This support network is 

recognition not only of the catalyzing role played by the Bienal in the 

social development of the nation, but also, and above all, of a collective 

understanding of the importance of its institutional strengthening.

 Heitor Martins

 President of the Bienal de São Paulo Foundation



  

Itaú Unibanco believes that access to culture is a fundamental part of 

education. Art develops the way we think critically and transforms people, 

our society, and the country. 

 And that's the main reason we support and sponsor so many cultural 

projects in Brazil, and are official sponsor of the 30th São Paulo Bienal 

– The Imminence of Poetics. 

 An event that is also transforming itself, every year – welcoming 

more visitors, new perspectives, and new types of artistic expression.

 Art should be the privilege of the many, and investing in its 

democratization is a commitment to its history, and to Brazil.

 Change. And count on Itaú to change with you.

Throughout its history, the Bienal de São Paulo has brought themes, works, 

artists and proposals fundamental to the understanding of modern and 

contemporary art in its multiple territories of expression. As the main 

Brazilian arts event on the international calendar, it has contributed in 

a decisive way to the affirmation of the quality of artistic production, 

presenting the public with the diverse range of trends and languages that 

make up the extensive field of the visual arts. 

 This year, with the title The Imminence of Poetics and with its 

curatorial axis centered on the idea of constellations, the Bienal has 

brought together artists and works that deal with transitions in current 

poetic and artistic expression, its multiple nature in permanent mutation, 

and which carry out dialogue with one another. In order to conduct and 

guide visitors, the Bienal also has an Educational Program formed by pro-

fessionals capacitated to accompany a public of hundreds of thousands of 

people on guided visits and on various complementary programs – a pioneer-

ing activity in the field of the arts in the country.

 In also acknowledging the economic and cultural impact made by the 

Bienal, one of the first events of the creative economy in Brazil and one 

that reflects the image of the promotion of quality and innovation, with 

the creative process as one of its most value-added activities, the Minis-

try of Culture has joined the group effort undertaken for its production, 

an effort made up of all of its sponsoring companies and institutional 

cultural partners, who have made possible a new administrative model, with 

greater financial autonomy and a collective spirit decisive for Brazil's 

economic and cultural development process. 

 Ana de Hollanda

 Minister of Culture
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When we began to conceive the catalogue for the Thirtieth Bienal de 

São Paulo – The Imminence of Poetics, we established a number of crite-

ria to be followed: our catalogue was to be more of a programmatic than 

didactical or descriptive publication; we were going to avoid the fre-

quent temptation to produce an expanded guide to the Bienal; we would 

try to make our catalogue a place for the constellated form of our 

thought process.

 This is why this catalogue does not contain any texts describing 

the works on display in the Bienal – indeed, as I write these lines, 

a significant number of these works are still in the process of being 

conceived or produced: they do not yet have form, image or place; they 

remain, at this point, in their very first state of imminence.

 The texts this catalogue contains offer opinions, express points 

of view, aspire to be interpreted within their polemic intention and 

intend to serve as the manifestation of a thought process, not the des-

cription of an event. This thought process exists at its time; that is, 

here and now, for this place in the world and for us. One of the coun-

tless imminences of art is the possibility it has to contain us within 

itself, its power to make community in dialogue, in interlocution, in 

difference. 

 The catalogue of the Thirtieth Bienal is materialized in a 

visual identity conceived in constellations, and is itself a mirror of 

the curatorial guidelines that made – or are making – the Imminence of 

Poetics possible. The Bienal's visual identity, its mono-spaced cons-

tellate system of typefaces, thus provides a frame for the visual body 

of the exhibition: its works, its artists, its exhibition design. 

 In this sense, perhaps the most specific contribution of this 

catalogue consists of the pages that each of the participants has con-

ceived, in the form of a visual or conceptual constellation, to offer 

an emblematic image of their own creative processes and works. Each of 

these pages is, thus, another work of art: a visible presence that can 

exist beyond the works present in the Bienal, and beyond the Bienal 

itself. 

 It was during a conversation with – and thanks to – Homi Bha-

bha at the beggining of our activities that the title of this Bienal 

was conceived: The imminence of poetics. Imminence is always multiple, 

because it is potential, just as poetics are or may be multiple, infi-

nite, as well. The imminence of a work of art, as Homi Bhabha tells us, 

is the capacity it has to reoccur at the same time in the interval of 

lack implied by its transmission, its alteration, its alterform, and in 

the full constitution of a new meaning. This catalogue intends to show 

this reoccurrence and be a place for this promise of meaning, which is 

forever delayed, but nevertheless, always, unexpectedly, fulfilled.

 Luis Pérez-Oramas

 São Paulo, July 2012.
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Dear Luis,

As the 30th Bienal de São Paulo takes shape around you and stakes a claim to its own existence, the 

contending voices in your head will not be silenced, and the disparate images that pass before your 

eyes give you no respite. Yes, as you say, the Bienal is Babel and, if I might take that a step fur-

ther, I would add that there is no ascending tower from which you and your colleagues might survey the 

whole design of your achievement. 

Where does that take us, dear friend?

Perhaps some way back, many months ago, to that lovely, unruly lunch at Harvard where we got lost in 

each other's thoughts, and shared the pleasure of drafting dream itineraries for the scope and salience 

of the Bienal. Perhaps Babel is less a kind of cacophony than an echo-chamber of half-erased plans and 

half-remembered conversations that accompany the process by which an idea comes to be realized as an 

event of large and intricate scale. Babel might well be the sound of the dream-machine as it is brought 

down to earth. However attractive it may seem, an idea cannot fly (as the often repeated phrase sug-

gests); it must surely rise above the ground, it must ascend with aspiration and abound with joy, but 

it must also hover close enough to the ground to be within reach of those who watch the spectacle and 

choose to participate in its historical presence.

This babelian balance is hard to maintain in the materialization of any project, and nothing bet-

ter expresses its precarious power than the agency of language as it is embodied in enunciation and 

interlocution – two of your most important curatorial talking points for the 30th Bienal de São Paulo. 

Language never gets bogged down in reality; it hovers over the surface of the world and from that 

hovering height configures the making – the poesis – of the designs of our daily habitations and the 
horizons that point to our new destinations. Is this not why so many important liberatory thinkers – 

feminist, anti-imperialist, postcolonial, ecological, gay – find their most persuasive ethical values 

of freedom and fairness in the flight of language, its metaphoricity? Is this not true of José Martí, 

W. E. B. Du Bois, Mahatma Gandhi, Simone de Beauvoir, Simone Weil, Aimé Cesaire, Frantz Fanon, Martin 

Luther King? Was this not precisely the way in which Du Bois harnessed Hegel to the cause of a complex 

African-American Aufhebung as it manifests itself along the “color line”? Or Fanon's reinvention of 

Freud, Merleau-Ponty, Lacan, Sartre in order to understand the colonial self as it lives ambivalently 

in-between black skins and white masks? Language's capacity for counterfactual expression and pre-

figurative representation allows us the freedom to live paradoxically: to deeply identify with our 

embattled ways of being while envisaging, at the same time, the possibilities of reconstruction – the 

ways and means of affiliating with enlarged and inclusive conditions of life.

The problem, dear Luis, lies in somehow capturing the angle of vision and representation – in poetry 

or philosophy, in politics or painting, cinema or sculpture, dance or video – that lies in-between the 

world as it confronts us today, and the counterfactual worlds we challenge ourselves to configure and 

reconstruct. The space and time that hovers in this in-between inaugurates the poetics of imminence: 
the experience so richly illustrated by works of art that repeatedly remind us that what we know, 

recognize, or remember is always about to begin again; in that disorientation, we are made aware of 

new kinds of ignorance and new kinds of wisdom. Through this iterative process – at times wordless and 

invisible – we are positioned anew in a world that we always think we know until the moment at which we 

realize, with Wittgenstein, the incalculable time-difference that exists in any act of expression or 

signification.

What we regard as expression consists of incalculability… I can, after all, listen again and 

again to a piece of music that I know (completely) by heart… Its gestures would still be gestures 

for me, although I knew all the time what was going to come next, indeed I might even keep being 

surprised. (Ludwig Wittgenstein, Culture and Value)

When I suggested casually over lunch that we might consider “imminence” as a leitmotif of the 30th 

Bienal de São Paulo, I did not fully realize how precious the gift of your friendship and collaboration 

would be. Nothing is more enthralling than the opportunity to return to something deeply familiar as 

if it is just about to reveal itself for the first time. I have no doubt that São Paulo will be full of 

such discoveries and recoveries.

 Homi 

 July 2012 

 Bombay, Bogota, Cartagena
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all biennials are aligned – amicably, agnostically, or antagonistically – 
with the archival genealogy of the biennial as “repetition-in-commemora-
tion,”¹ while each negotiates its curatorial authority and responsibility 
in terms of its location within an aesthetic and political system of glob-
al positioning. 
 I am not at all suggesting that biennials are parochial in their 
projective relations to each other, or that they participate in an inces-
tuous hermeticism. My point is different: it is that the Bildung of the 
biennial consists of a heightened critical awareness of its self-constitu-
tion. Each iteration of the event is immersed in a complex dialogue with 
the institutional history of biennial culture: a biennial intervenes in 
the “global” history of art and politics while at the same time acknowl-
edging its own local intervention. Locality, or situatedness, signifies 
something more than attention to the specific context or the singular eth-
nography of a particular place and time amidst the large-scale obfusca-
tions of global discourse. Locality is a critical category that provides 
an “alienating” (Brechtian) perspective on the vocabularies of visual cul-
ture and the avowed curatorial practices chosen for the occasion. Indeed, 
such relentless auto-critique is crucial to the Bildung of the bienni-
al not only as an ideological and exhibitionary strategy of “resistance,”² 
but as an ethical practice that enhances the recognition of emergent, if 
untried, public spheres and their affiliation across countries and commu-
nities. Endorsing the spirit of “permanent critique” in biennial culture, 
Caroline Jones has this to say: “Necessary in our present world, biennials 
are also necessary for questioning their own necessity.”³ Ranjit Hoskote 
and Nancy Adajania, Mumbai-based co-curators of the Gwangju Biennial, add 
their voices in support of an auto-critical perspective. The “participato-
ry logic of recursion,” they argue, “can produce self-critical disruption 
and a centrifugal diffusion of dissidence” and so bring about “the succes-
sive curatorial ruptures and renewals of a biennial or other large-scale 
periodic exhibitions.” Too good to be true? 
 Unlike the fall from grace that accompanies the expulsion from 
Eden, the escape from the Giardini has lifted the spirits of our transcul-
tural, travelling biennialists. The rhythm of recursion, rupture, and re-
newal that cycles through the concept of “permanent critique” results in a 
posture of curatorial resistance that is both anxiously self-critical and 
avowedly utopian. The curatorial activism that springs from such a utopi-
an perspective has had considerable real-world effects in extending both 
the aesthetic practices and the geopolitical jurisdictions of the bienni-
al form. Third-world internationalism (New Delhi, São Paulo, Havana) pro-
vided an adjacent, if time-lagged, impetus for other emergent regions like 
the post-Second World War events (East Europe, Vilnius), and so on. Cura-
torial perspectives conceived in terms of regional political genealogies – 
the postcolonial, for instance – foreground the experimental impetus to be 
found in places where period “styles” and practices precariously overlap, 
arts and crafts can be conjoined, secular image and sacred design share 
the same representational frame. These biennials, whether emergent or re-
sistant, mark a salient shift from the art-historical lineages of Eurocen-
tric modernity largely named by periods and movements.

1 Caroline A. Jones, “The Historical 
Origins of the Biennial”, The 
Biennial Reader, edited by Elena 
Filipovic, Marieke van Hal, and 
Solveig Øvstebø, Bergen: Hatje 
Cantz Verlag, 2010, p. 73;I 
have altered her repetition as 
commemoration to repetition in 
commemoration.

2 Ranjit Hoskote, “Biennials of 
Resistance: Reflections on the 
Gwangju Biennial,” The Biennial 
Reader, op. cit., p. 310.

3 Caroline A. Jones, op. cit., p. 85.

The exhaustive geography of the Bienal is in danger of leaving nothing to 
our imaginations. Almost every city worth the name has hoisted the ban-
ner of the biennial, and most countries have flown their flags beside it. 
Artists of renown have been placed side by side with emerging talents, es-
tablished curators have paired with experimental ones, and no conceptual 
framework has been left untried. There have been good biennials and poor 
biennials, but none of them has failed because of ignorance or innocence. 
Ever since the Bienal de São Paulo of 1951 precipitated a revision of the 
Venetian protocol of national pavilions and platforms, we have experienced 
a “long” half-century of archive fever. Installation art may have become 
the icon of biennials everywhere (especially in the 1990s), but the ubiq-
uity of form must not conceal the positionality of self-representation: 
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 This essay followed me from India 
to Colombia as I made one of the 
most important journeys of my life 
to wed my son Ishan Bhabha to Maria 
Elisa Arango. I dedicate this to 
them and their life together.
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 It is important to give these theories of breakthrough biennials 
their due, but it is difficult not to question, sympathetically, their hy-
per-critical vigilance and the facility of its utopian logic of the “not 
yet” or the “to come.” Can we assume that “self-critical disruption” will 
lead to a “diffusion of dissidence” rather than be gulled into compliance 
or compromise by institutions of the state, bodies of opinion, or the mar-
ket? What would prevent self-critical disruption from ending up in a loss 
of morale and leadership with sectarian splinter groups each holding on to 
a “high-minded” principle of dissension and dialogue? The laudable “diffu-
sion of dissidence” – as we have recently seen in the Arab Spring and the 
Occupy movements – can as easily raise your spirits in Tunisia as it can 
destroy your dreams in Egypt. And the reasons for this asynchronicity are 
contextual and contingent, specific and systemic, and to some extent be-
yond the grasp of the most persuasive historical or critical argument. 
There is an uneven and uncertain latency period of transition that neither 
corresponds to the legitimate reasons for our “will to rupture” nor nec-
essarily conforms to the anticipated conditions of renewal. On a smaller 
scale, more relevant to our discussion of concepts of biennial curator-
ship, there is a case to be made for arguing that in art as in life, rup-
ture may not be so resolutely followed by renewal.
 My cue for the issues above comes from a recently published “Bien-
nial Roundtable”⁴ consisting of artists and curators seasoned in the cul-
ture of the biennials of resistance and permanent critique. Could such 
conceptual vigilance enable a biennial to act as an “early warning sys-
tem”⁵ for impending social changes and political emergencies, the respon-
dents were asked. I cannot rehearse the full range of answers here, but 
there are two responses that address some of the issues I have raised. An 
artist argues that the biennial's potential for prognostication is limited 
by the risk of art:

“And yet one might question the biennial as radar and its 

accompanying tone of responsibility or certainty. Art is much 

more fun when premonitions, if any, get dispatched with implicit 

disclaimers and refracting provisos; festooned with “subject to 

change without notice” or “don't try this at home” tags.⁶

A critic-curator celebrates the biennial's “freedom to experiment”: “In 
this space it can fail to make sense, or it can succeed in creating the 
kind of sense that is necessary in comprehending its own emergent cir-
cumstances.”⁷ Neither fight is shy of the prognosticatory power of art 
because they are desengagée, or because they subscribe to a theory of aes-
thetic autonomy. Both artist and curator resist a reading of art's inten-
tionality – its political effect and its embodied affect – that is causal 
and consequential. 
 An artwork – and curation is a work of art also – lives on the 
“edge” of existence. Its temporality is contingent and contextual; it is 
imminently open to revisionary or resistant readings, unforeseen cultur-
al translations, or formal and ideological re-significations in the pro-
cess of political or institutional appropriation – or, as the artist said, 

it must be subject to change without notice. The artwork occupies a space 
in which access to meaning can be blocked, delayed, or displaced at one 
point in time, while revealing itself in another place with clarity and 
luminosity – or as the curator suggested, a biennial must be open to the 
experimental necessity of “failing to make sense” within one frame of rep-
resentation, in order to change the conventions of intelligibility and 
visuality in another exhibition. The survival of art is frequently attrib-
uted to its immanence – its indwelling sense of the persistent value of 
its presence. I would propose, however, that it is art's imminence that 
secures its survival. Imminence is the iterative power of the artwork to 
eke out its existence in the disjunctions of time and place, and to appear 
again as for the first time. Imminence is art's activity of positioning 
the reader or the viewer in the place of the emergence of the meaning or 
feeling of a work whose disclosure is somehow beyond itself, always about 
to happen but never having ceased to happen.
 A great work of art is difficult to forget, but it is also impossi-
ble to remember. 
 Imminence is not the hermeneutic revelation of a truth deeply bur-
ied in the manifold meanings of a work. Imminence is less a matter of the 
depth of analysis than it is a feature of the iterative “presence” of the 
artwork as it circulates in a partial form through various sites of artis-
tic reference and cultural representation in the process of constituting 
social networks of meaning and value. In the imminent order of things an 
emergent aspect of a work is not a “part” of a preordered whole work that 
will be slowly revealed through the critical or curatorial process. The 
sudden apprehension of a work as “new” or brought to life again in an un-
familiar frame is a reconfiguring of its meaning (or being) in the process 
of hybrid translatability. The proliferation of a work is not simply an 
indication of its authority “in itself”; it is a sign of its articulation 
in relations of alterity, its surprising emergence in systems of meaning, 
form, and value otherwise than itself, and at other times and places than 
its own.
 Ian Hamilton Finlay's Finials is a case in point. The installa-
tion is as much about the nature of the artwork as series, as it is about 
the problems of display as a curatorial task. The slow, pedestalled pro-
gression from a simple finial to one that resembles an eggcup, an acorn, 
and finally, unexpectedly, a hand grenade is certainly a formal study in 
the evolution of architectural design and its translational possibilities 
in other visual and political vocabularies. The imminence of the work does 
not lie along the axis of overall resemblance that ties the work together 
in serial form. Imminence exists in the iterative pauses or gaps between 
the objects that are as much a part of the sculpture's internal syntax as 
they are features of the presentational design of the display. As the eye 
falls into the gaps between the presentation of each finial it returns to 
grasp anew this or that aspect or sign of the work – a pedestal, a geomet-
ric shape, an embellishment, a detail, a change in volume and verticality, 
a mode of manufacture. Each of these partial signs of the series emerge 
in an empty space adjacent to each other, without making any claim to be-
ing identical to the work as a whole. Neither similitude nor difference 

4 Ranjit Hoskote (ed.), “Biennial 
Roundtable”, Take on Art, Biennial 
Special Issue (8): 40-7. My 
gratitude to Mumbai art critic and 
conservator Deepika Sorabjee for 
bringing me the right text at the 
right time.

5 Idem, p. 42.

6 Jitish Kallat em “Biennial 
Roundtable”, op. cit, p. 42.

7 Idem.



025

024
Art and Imminence

Homi K. Bhabha

governs the meaning of the artwork. The iterative gaps punctuating the 
finials reveal a temporality of transition in which the proximate adja-
cency of the decorative acorn and the decorative hand grenade reveals the 
liminal, fine line between classicism/civility and barbarism, or between 
design and death. 
 Such a side-by-side articulation is neither progressive nor re-
gressive. The lesson of Finials, if there is one, is the disruption of 
our conventional time schemes of order and disorder. Curatorial and cre-
ative artwork makes us ethically and aesthetically vigilant in deciphering 
the subliminal, contingent temporalities of transition that are customar-
ily obscured by our commitment to the “long” histories and the embedded 
continuities by which we tend to measure the value of art and life. What 
we miss with our naked eye is visible to the eye armed by the artwork. But 
art's insight is not a form of revelation as we are led to believe; it is 
through art's tryst with transitionality – with what flies under or over 
or beside the radar of reality but never directly at it – that we expe-
rience as imminent what is invisible or unintelligible in the historical 
event. Does this make Ian Hamilton Finlay's Finials an early warning sys-
tem? I doubt it. But in drawing our attention to transition rather than 
telos, he directs us by distracting us and sets us on our way to mount our 
desperate search for the end games of meaning, truth, and beauty.

Art today constitutes itself by propping itself up on that which, 

for communication (both media and commerce), does not exist, or 

barely exists. Art abstractly constructs the visibility of this 

non-existence. This is what binds all the arts to the following 

formal principle: the capacity to render visible for all that 

which, for media [medium] and commerce… does not exist.⁸

It is in the zone of transitionality that we do most of our work as art-
ists, critics, or curators. We labor, of necessity, in the shadow lines 
between our urgent, projective constructions of a fairer world and our 
anxious, stubborn attachments to the partial, frayed world of existential 
imperfections that belongs to art as we know it and history as we live it 
– in part brutish, in part beautiful.

But Love has pitched his mansion in 

The place of excrement; 

For nothing can be sole or whole 

That has not been rent.⁹

8 Alain Badiou, Polemics, New York: 
Verso, 2006, p. 148

9 W. B. Yeats, “Crazy Jane Talks with 
the Bishop”.
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Bienal is Babel.

Bienal is one of the embodiments of Babel, ephemeral and theatrical like 
all great festivities of the arts: events of pageantry, pomp and splendor 
in which the arts and artists have been called upon to take part since the 
beginning of time.

They have been called upon to take part with their works, both individual 
and collective, by those who hold power – political and economic power in 
our day and age, notably since artistic practice lost its ritual dimen-
sion, its religious function; and symbolic and religious power in the 
past, when the arts were used to sublimate, or to complement, the impos-
sible and the non-human.

The question that would have to be asked today is: has anything changed 
since the times when Florence was preparing to welcome Christine of Lor-
raine, on the occasion of her nuptials to Ferdinand I of Tuscany, and 
the city was transformed into an authentic Theatrum mundi, in which were 
brought together all the arts – music, dance, performances –, all regis-
ters – the profane and the sacred, – all social classes – soldiers, aris-
tocrats and the common people, – all manner of processions – religious, 
masquerades, jousting, combats between men and animals, – and all artistic 
genres – comedy, ballet, symphonies?

In these celebrations, analyzed extensively by Aby Warburg, the Floren-
tines of the time would find a spectacle with flesh and blood actors in 
whom antiquity, inaccessible and lost to memory and culture, would be once 
more made present, not without deformations, reaffirming Jacob Burkhardt's 
intuition that “the Italian festivity, with its superior degree of civili-
zation, truly brought life into art.” From this intuition, the Warburgian 
school of thought gives rise to the notion of transitional form, around 
which there may even be a possible program for contemporary art pageants. 

The Imminence of Poetics 
(A Polyphonic Essay in Three or More Voices)

Luis Pérez-Oramas

Because, in truth, today more than ever before, a Bienal is expected to be 
the equivalent of those festivities of antiquity – to be, then, a Theatrum 
mundi.

Biennials, like the pageantry of old, also serve to capitalize a place, to 
legitimate a power – or the exertion thereof –, and to adorn, through the 
fleeting play of the arts, a class or a community, a nation, a city or, in 
the best of cases, a set of ideas.

There is, nonetheless, an inevitable dissonance between Babel and the 
theatrum mundi: within its reduced space, the latter is expected to offer 
a global representation; to be, precisely, an image of the world, its 
eloquent and harmonious metonymy.

The world today, however, increasingly resists being the object of reduc-
tion. It presents itself, intentionally even, as Babel: an indecipherable 
cacophony as a whole, at times wonderful, at times desperate.

All Biennials are, to a certain extent, cacophonous: within them, like 
magnets repelling one another, forms that reject each other, lives unfa-
miliar to one another and languages that are mutually unintelligible come 
together.  Working with these encounters is the challenge of the curator's 
task. This is what we have done in The Imminence of Poetics, in the knowl-
edge that the Bienal is Babel.

We are increasingly, and urgently, exhorted to be global. We are increas-
ingly encouraged to work in response to slogans, to think according to 
marketing categories, in terms of brands and branding. In other words, 
we are pushed towards not thinking or thinking less, towards disguising 
this lack of thought with short phrases, as snappy as they are empty. I am 
going to risk stating what I believe: that it is impossible to be global; 
that a world which is ever less distant is a world that is ever more 
collapsed; that a world which is increasingly interconnected is a world 
that is increasingly more complex but also unthinkable, more difficult to 
understand, to reduce, to control in the damp silence of our enouncements.

Tired of seeing agents of the “art world” doggedly replicating the neo-
colonial, unrepentant and post-ethnographic practice of making fleeting 
visits to far-flung corners of the world, which they have never known 
nor will ever really know, in order to supplement their plunder with a 
few exotic artists, generally recommended by local informants, so as to 
enhance their reputation as “international curators,” our Bienal is simply 
a product of our place, of our experience and of our (necessarily) limited 
knowledge of art and the world.

This Bienal, then, does not presume to describe the world, nor what it 
should be, nor what art should be. Its goal is to assemble significant 
work, some of it forgotten, some of it unknown, some of it famous. By 
encountering diversity and difference an unknown alchemy will be produced. 
And it is what we do not yet know that interests us.

True to its own imminence, the Thirtieth São Paulo Bienal does not yet 
know what it will be, and it is not blind to what it does not know.
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The Americas' ultimate tragedy, when it appears at last to be awakening, 
would be to carry on imitating Europe, and to imitate it, moreover, in its 
forgetting. There are those who believe that America's Biennials should be 
mentally created from outside, and since Europe and the dominant nations 
of the North Atlantic persist in their self-centred efforts to forget the 
world, we are supposed to, alongside them, shouldering the blame for an 
amnesia that is not ours, aim to be global, which is also, and always, in 
their interest. However, what we should instead be doing is learn to be 
local, to be situated: to reclaim a place in the world, to think from a 
place, and not like carnivalesque, masked, intellectual figures from all 
places, a particularly dangerous fallacy that leads us to the illusory 
belief that we have permanently overcome distances, differences, and 
times.

Being local, however, is not the same as being localist. On the contrary: 
it offers the only possibility of building a truly international perspec-
tive, beyond national constraints, beyond nationalisms. Finally, thinking 
from a place is also not embodying autochthony.

autochthony ∙ Lezama Lima: “This is the germ of the terrible complex that afflicts 

the inhabitant of the Americas: the belief that his expression is not a fully realized 

form, but a problem, something to be resolved. Sweating and inhibited by these 

presumptuous complexes, he searches in autochthony for the luxury that has been denied 

to him, and trapped between this smallness and the mirage of European achievements, he 

looks again at what he has, but he has forgotten the essential, that the plasma of his 

autochthony is land like that of Europe. And that the lightning spires of our palaces 

are created through synthesis, like those of western craftsmen, and like the fervour of 

those men, they pierce the back of a celestial beast, equally unknown and strange. The 

only thing that creates culture is landscape, and ours is of a monstrous magnificence, 

leaving us immune to the weariness of twilights of criticism […]” · La expresión 

americana (1957). Mexico: Fondo de Cultura Económica, 2005, p. 72.

Thinking from a place is knowing, then, on one hand, that one is always 
thinking from a limit, and on the other hand, that what one thinks has 
limits. Thinking from a place is tracing, from that place, a limited 
number of lines or vectors: searching for the destination of these lines, 
knowing that the horizon exists, and that no matter how much more country 
is ahead, our eyes grow tired, and things fade into the distance, at this 
point beyond which we can neither see nor understand – unless, as usually 
occurs, we move elsewhere, so as to then think from another place.

more country is ahead ∙ Michel de Montaigne: “My concepts and my judgements feel 

their way forward, stumbling, faltering, searching; and when I have gone as far as I 

can, if I am still not satisfied, I see yet more country ahead, but in a hazy, confused 

vision, which I cannot disentangle […]” · “De l'institution des enfants”. Essais 

(1580). Paris: Seuil, 1967, Book I, chapter 26, p. 72.

It seems there are those whose aim in the world is to legitimise 
differences, pointing them out. They are the old spectres of domination, 
the knights of death who after spending centuries exterminating every 
living being that got in the way of their empire, rediscover the benefits 
of charity. Then there are those of us who want to be in the world, 
to be different.

Thinking from a place is to know that we are different, and not as a 
result superior, or inferior, or better, or privileged. However, the 
fascination with difference that the market exploits today as its most 
seductive commodity, aligning the politics and economy of late (and 
global) capitalism is nothing more – while being the new face of an old 
European fondness for the exotic – than the sotto voce confirmation of 
the preeminence of the normal, of its imperialism when it generously 
offers a marginal niche within its sacred space to the unusual, to the 
not-yet-seen.

Nothing could be further from our spirit and our intentions. The Thirtieth 
São Paulo Bienal does not aspire to be a bien-pensant biennial. Its aim 
is, rather, to be specific, the fruit of dialogue and exchange, of discus-
sion, of agreement and disagreement between the people who have taken part 
in it, between all those who, in its making, have engaged in interlocu-
tion, since when dealing with language, as Roland Barthes said, evoking 
Émile Benveniste, “there are nothing but interlocutors”.

interlocutors ∙ See pages 328-31

This Babel-like challenge leads us to attempt to transcend the state of 
display that characterises most curatorial writing, in its obsessive 
desire to be transparent. The exhibition of works, their inevitable opac-
ity, needs to be accompanied by an argument that does not hide behind 
the immaculate and aphasic whiteness of the walls on which the works are 
exhibited, nor behind the illusion of transparency of the apparatus that 
exhibits them. The curatorial, expographic writing that frames the presen-
tation of the works must be made visible, as one more voice among voices, 
a connecting voice.

There is no link without difference. At least two terms are needed to 
make a link, two things that are different, that do not occupy the same, 
identical coordinates, thus opening up a space between them for distance. 
And distance, like opacity, is an impulse which The Imminence of Poetics 
insists on making visible: a constellational distance between works, a 
distance in which their interplay of similarity and difference is brought 
into play.

This constellational distance then, would involve, in addition to provid-
ing space for the works, to allow for the full presence of the threads 
woven together by the curators. The essence of this voice that links the 
works restores their potential for confrontation; it would involve showing 
that the “authorised discourse” of an exhibition is as important as the 
works it contains, because only by connecting the two will their presence 
as enunciation and curatorial hypothesis of meaning emerge; it would 
involve remembering that a work of art cannot be meaningfully perceived 
without some kind of text, voice or discourse resounding behind it. The 
elaboration of an appearance (however strange it is) carries the echo of 
a voice (however hermetic it is); the presence of a voice (however dis-
jointed it is) cannot be separated from the possibility of an appearance 
(however formless it is).

confrontation ∙ Hubert Damisch: “The paradox is that the safest way to avoid 

fetishism in art is in fact to treat the works, at least as a rule of method, as 
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relatively independent objects and to compare them, to place them in relation to each 

other and in series, but also to oppose them, to return them to their dialogue, to 

their dispute, to their confrontation, until it is possible to recognise the products 

of a work that is anything but abstract or indifferent: in art one ‘works’ and one 

‘thinks’ and it is in relation to the quality of this work, the quality of this thought 

that the value of a work is definitively measured.” · “L'amour m'expose”. Cahiers du 

Musée National d'Art Moderne. Paris: Centre Pompidou, n. 29, p. 84.

One of the myths of “transparent curating” is the so-called direct, unme-
diated relationship with the works that vanquishes the manifest presence 
of “authorised discourses,” reducing them to a minimal and aphasic expres-
sion, and paradoxically canonising them as silent and “unique.” Or indeed: 
latent, unanswerable, drawn back to an established environment in which 
they remain invariable or unmoveable, as if theirs were a neutral voice: 
the voice of no one, demagogically directed at everyone.

Here then, two of the principal – and original – disorders of Western 
culture survive.

principal disorders ∙ Pascal: “When we do not know something, it is good for there 

to be an error that determines the mind of man, such as the moon for example, to which 

the changes in the seasons, the course of illnesses, etc. are attributed, because man's 

principal disorder is restless curiosity about things he cannot know, and it is not as 

bad for him to be wrong as it is to be pointlessly curious”. · “744-18, Pensamientos”. 

Obras. Madrid: Alfaguara, 1981, p. 560.

One of them is Edenic, primitive: it demands that some fragment of the 
world must always remain completely accessible to our knowledge, without 
effort or labour on our part, without work or the expending of energy, 
like a relic of Eden. There are those who insist on looking – or hop-
ing – for this Edenic fragment of the world within the arts, as if they 
were – or should be – an open or transparent book. The consequence of this 
disorder is to transform the text into taboo: according to this approach, 
no words are needed to complement the experience. Its social effect is, 
paradoxically, to confuse discourses: everyone can say, whenever, wher-
ever, however, everything about everything.

I asked myself, as I sat in a train travelling through Europe, after 
visiting one of the Documenta exhibitions in Kassel: what general 
principle of enunciability makes the undefined – and increasingly indefin-
able – space of contemporary art a platform for the artist to speak of 
everything? To speak unrestrained by scholarly, scholastic, disciplinary, 
formal or dialogic concerns?

Would it not be pertinent to reclaim some of Wittgenstein's motivations 
and ask, faced with the cacophonic vacarme of contemporary art, the dema-
gogic spectacle it offers in each of these ephemeral festive phalanster-
ies, sustained by the fictitious desire for dialogue that we all know will 
never be fulfilled, would it not be pertinent to ask, precisely: what is 
it possible to talk about? What, when and where is the sayable today in 
art? And why not conclude, like Wittgenstein, by stating that it would be 
best to remain silent about things we cannot speak of?

Yet in a world plagued by tragedies which have led to the unbearable 
expansion of the realm of the unthinkable, why should the artist not pre-
sume to have a cacophonous right to speak of everything? In other words, 
faced with the moral impossibility of establishing social and institu-
tional regulations concerning legitimate enunciations, are not all noises 
better than none or few? Are not all voices better than but a few or none?

Undoubtedly.

However it is also true that this space for saying everything, this space 
of all noises and all voices that the contemporary art world has become, 
this kind of simulated global forum for exhibiting and discussing every 
collective misery, every social preoccupation, every individual pathology, 
every ghost of the ego, every geography, every subjectivity and every 
objectivity – this space, in other words, of a Total Doxa which has come 
to replace the modern illusion of the Total Work, contributes greatly to 
the dilution of the art world. In the collective imagination, the ordinary 
citizen can no longer define or identify artists, while the latter still 
stand astride the legacy of a liberty inherited from the modern formal 
battles from which they are increasingly removed, particularly because 
they are explicitly claimed to have been overcome.

Which privilege of irrefutability gives the contemporary artist the 
possibility of unlimited, unregulated freedom from which to speak of 
everything?

What intellectual legitimacy can a discourse, or a discursive discipline, 
have if it does not attempt to define the limits of its enunciations? If 
it does not subject enunciation to parameters of evaluation and control, 
to principles of self-questioning and formal, semantic and logical 
falsation?

What justifies this question today is the very shift in contemporary 
artistic practices away from the illusory domain that characterised the 
modern aspiration for an absolute language to the treacherous domain of 
opinion and discourses of commentary, towards the domain, in other words, 
of the ordinary doxa, or from art which regarded itself as enlightened or 
exceptional language, the language of a few, to art which situates itself 
as and declares itself a common language, a language of all and for all.

Because it is undeniable that contemporary art forms increasingly appear 
to be discursive practices, in their very questioning of the foundations 
and illusions of modernity, practices which, as never before, declare the 
artist to be a member of the tribe and not an exceptional figure. However, 
this art never stops casting formalism as a stigma. This art that declares 
itself participatory and communitarian, relational, social, transforma-
tional, militant, etc., this art that in short wants to live together 
and change the world does not resist being the object of the same old 
commerce of art, of the same commodity-based “fetishisation.” It ends up 
being transformed into pure value (neither exchange nor use value): into 
symbolic added value, into absolute merchandise. Sometimes it even ends up 
just being an attribute of distinction, contributing to isolate (from the 
rest of the world, precisely), in the inevitable representational scene 
to which it is destined, the very subject of its arduous compromise with 
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the world: neutralising politics within the elegant salons of collectors 
or in the endless round of ephemeral fairs, thus superimposing a symbolic 
value on the normal use of politics, transforming it into a fetish, an 
“enchanted” object of the bien-pensants who proclaim and purchase it.

formalism ∙ Maurice Merleau-Ponty: “We are right to condemn formalism, but we often 

forget that its error does not consist of holding the form in too high regard, but 

in disregarding it to that extent that it is wrenched from its signification. This 

makes it no different from a literature of content which also separates meaning 

from its form. What really stands in opposition to formalism is a sound theory of 

‘style’, or of the word, which considers them beyond technique or instrumentality. 

Because the word is not a means to an external end; it has its own mode of use, 

its own morality, its own vision of the world, just as a gesture sometimes reveals 

the entire nature of a man.” · “Le langage indirect et les voix du silence”. 

In: Signes. Paris: Gallimard, 1960, p. 96.

merchandise ∙ Giorgio Agamben: “The superimposition of exchange value on use value 

corresponds, in fetishism, to the superimposition of a particular symbolic value on the 

normal use of an object […] The transfiguration of merchandise into enchanted object 

is the sign that, henceforth, exchange value begins to eclipse use value in merchandise 

[…] Baudelaire […] was not content to reproduce the separation between exchange value 

and use value in the work of art: he proposed creating a merchandise whose form of 

value would be totally identified with use value, a type of absolute merchandise 

in which the process of fetishisation would be taken to the extreme of negating the 

merchandise as such.” · Stanze. Paris: Rivage, 1998, pp. 74, 75 e 81.

Such is the destiny of the art of discourse and commentary that has 
emerged in opposition to modern artistic myths, without dismantling the 
privileges of the market that were part of the legacy of those myths: 
staking everything against modernity at the auction house or at the elite 
art fair, transforming its informal content into fetishes, selling its 
anti-formal gesture to the highest bidder, at the same price and in the 
same market, in other words, as precious forms, as absolute merchandise. 
And in terms of politics, finally, merchandise frees the ordinary object 
from its utilitarian servitude, just as the modern work broke with its 
factive, artisan servitude to the extent of becoming confused with pure 
merchandise. Likewise when this anti-modern art embraces the political, as 
a legitimising strategy, it also frees it from its utilitarian servitude 
– its ultimate and only destiny – condemning it to become part of the 
universe of unrealities which are kept separate from us by the thick, bul-
letproof, transparent glass of the absolute and permanent exhibition.

What is needed then is not to stop speaking of and making politics in art, 
which has always responded to this imperative, particularly since the 
beginning of the democratic age, no matter how precarious or endangered 
democracy may be. However, in the light of the clearly discursive founda-
tions of its current artistic practices, one should also ask the question 
about those types of proffering that aspire to a minimum of intellectual 
respectability, particularly if they claim to form part of the language 
shared by all: do I have the right, do I possess sufficient authority, 
reason, or legitimacy, to justify speaking of this or that, in order to 
embody and proffer a public voice?

It is clear that one of the most devastating effects of this enuncia-
tory bazaar which the contemporary art world often resembles, consists, 
paradoxically, of the banalisation of the legitimate discourse of social 
sciences, to which artists frequently turn in order to simulate an 
expertise they don't possess. There are two reasons for this. Firstly, 
because the apparatuses of enunciation of their works are still indebted 
to the formal traditions that their own content challenges, responding to 
aesthetic criteria of formalisation and monument, within which the appro-
priate discourses of social sciences are simply used in a deictic way, as 
ways of signalling – with no further elaboration – what the work “claims” 
to be about: the dismantling of accepted or traditional hierarchies, the 
new public and virtual spaces, minority rights, religious conflicts or 
postcolonial tensions, new family structures, diverse forms of oppression 
and violence, etc. In other words, the whole gamut which is always, and 
always has been, susceptible to being transformed by the representative 
arts, of the inexhaustible variety of human experience. An art of nomina-
tive verification, this art of discourse and commentary, is often largely 
incapable of going beyond deixis or simple denunciation, converting its 
“theme,” if not its “thesis,” into a pallid simulacrum of the object which 
the social sciences elaborate from. Placing this art within the legitimis-
ing coordinates of the exhibition, and without rejecting the privileges of 
the market inherited from the tradition of absolute merchandise, encour-
ages its audience to sidestep a true intellectual confrontation with the 
“problems” it signals.

The second way in which this art of commentary, which borrows from the 
social sciences to feed its taste for discourse, helps to banalise them 
lies in the nature of the scene in which art is exhibited today: “fair”, 
“festival”, “auction” therefore “commerce”, and, finally, the “museum” 
and its “monumental” ambition. Frequently unaware of the limits between 
art and the world, art forgets the distinctions between representation 
and real presence. The discursive voracity of contemporary art enacts a 
(involuntary, but no less significant) transposition from the original, 
tense place in which its “themes” exist as part of real human life to a 
simulated, fictitious place which is certainly more hygienic (in spite 
of every effort to create an impact through violence and sordid settings) 
than that of the social sciences, a place-simulacrum for a monumental 
representation of the discussion of – and even the legitimate preoccupa-
tion with – these urgent matters. However, by converting these discussions 
and preoccupations into an object of consumption for a space of specific 
symbolic exchanges – whether this is the “art world” or the “market” –, 
it rips them from the world, as formalism rips the form from its meaning, 
contributing, like every ideology, to ensuring the survival of the contra-
diction which initially sparked its critical discourses and objects.

It is for the social scientists, philosophers, humanists, architects, 
town planners, politicians, sociologists, etc. to clarify, for everyone's 
benefit, the terms of their collaboration or complicity with the art 
world. But it is up to the art world to examine itself and raise a number 
of questions, acknowledging, first of all, that the aspiration to a form 
of total and unquestioned discursivity, which today characterises many 
discursive forms of contemporary art, is one of the legacies of modernity 
that this same set of artistic practices rejects.
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Much modern art is a result, in effect, of the desire of many artists to 
free themselves from the discursive parameters which for centuries condi-
tioned artistic practices, particularly since the establishment of an ide-
ological equivalence between the rhetorical arts and the representational 
arts (ut pictura poesis). For modernity, the issue was not exclusively 
about the invention of a non-narrative form of art, or of artistically 
manifesting that part of reality that lacks a discursive equivalence. It 
was about, above all, defining a new space of formal, almost absolute, 
freedom for art, in which the appearance of forms would be neither limited 
nor bound by standard discursive practices – an uncontested and incontest-
able formal space in which experimentation would be total, and would be 
everything.

It is this experience – this struggle won by the moderns to claim this 
space of absolute freedom – that has since allowed artists, symbolically 
and socially, to be seen as exceptional individuals. Artists alone would 
enjoy absolute freedom, though only in their art: they would be free from 
social regulations, tireless provocateurs, maudits. And it is in relation 
to this privilege of total freedom – gained at the same time as all objec-
tive discourses in art were dismantled – that contemporary artists, avid 
for discursivity and explicitly anti-modern, practice, use and abuse the 
arts of commentary, unhampered by restrictions or determining factors of a 
scholarly, scholastic, disciplinary, formal, dialogic or canonical nature 
and, more importantly, without there being, in the sphere of their produc-
tion, practical methods for responding, for dialogue.

The contradiction is obvious and seems to us to merit some attention 
from the perspective of the curator or critic, and from the perspective 
of philosophy, the essay and above all the history of art. This is not 
about not saying, nor of trying to impose illegitimate restrictions on 
our freedom to say what we wish. It is a question of understanding the 
space in which our practice takes place and the contributions of art are 
received. It is a question, perhaps, of learning to speak again with its 
infinite resources, of recognising that discursive objectivity, the com-
mentary, allegory – more than the symbol – have again become a central 
part of artistic practice and that their exercise should not be founded 
on a privilege inherited from those who once excluded or excised them from 
aesthetic thinking. Their exercise cannot be founded on the expectations 
of formal exceptionality and theoretical irrefutability that contributed 
to their modern artistic exclusion. Artists should reinvent themselves, in 
conjunction with their eternal ingredients, in conjunction with, in other 
words, the old rhetoric and the ancient poetry, in a space which neither 
banalises them nor exploits them for ancillary market benefits.

It should be said, however, that the fableur-like artist, especially 
when masked as an amusing charlatan anxious to say everything, also forms 
part of the contemporary army of experts, whose contemporary social role 
Michel de Certeau denounced many years ago. As if, like the explosion 
of expertise that surrounds us every day, emanating from every form of 
media, every social network, telling us with unshakeable authority about 
everything that concerns us, and even that which doesn't concern us, to 
the detriment of general thinking, to the detriment of an uncertain and 
hesitant approach to knowledge, to the detriment of an understanding of 
our shadowy zones – therefore denying that these zones of impenetrable 

shadow exist –, art and the contemporary artist also take part in this 
chorus of expertise, feigning a certainty which they cannot possibly have, 
and which claims to reveal everything, to everyone, at every moment.

experts ∙ Michel de Certeau: “Ever since science defined its own, appropriable places 

through rational projects capable of decisively setting out its methods […] since it 

stopped being theological, it has constituted totality as its remainder, and this 

remainder has become what we call culture. […] Even if the ambition of science is to 

conquer this remainder from spaces in which the powers of our knowledge are exercised 

[…] it is the grey discourses of the so-called ‘human’ sciences, the expedition 

logs, that tend to make it possible to assimilate – if not to make them thinkable 

– and to identify the violent nights, nights of superstition and of otherness: 

history, anthropology, pathology, etc. […] It is true that the figure of the expert 

is proliferating in our society, to the point of becoming a generalised figure, torn 

between the demands of a growing specialisation and that of an all-the-more-necessary 

communication. The expert erases (and in a way replaces) the philosopher, who was once 

the specialist in the universal. […]. More and more, the specialist must also be an 

expert - that is, the interpreter and translator of his area of competence into another 

domain. […] When pronouncing with regard to objectives, promotions, and funding, 

experts intervene ‘in the name of’ – but outside – their particular experience. 

[…] Through a curious operation which converts competence into authority […] and 

swaps competence for authority […] the more authority an expert possesses, the less 

competence he has, until his resources are exhausted, like the exhaustion of the energy 

needed upon setting an object in motion.” · “L'invention du quotidian”. Arts de faire. 

Paris: Union Générale d'Editions, 1980, pp. 42-44.

And if the contemporary artist is an expert, one must ask: an expert in 
what? Since experts are becoming to rule in a kingdom of no one; since 
they are individuals once competent in something, who have never stopped 
negotiating with the powerful for their licence to speak about everything, 
particularly that in which they are not experts, forgetting and making 
us forget their expertise: The return of poetics to the centre of our 
discussions would serve, among other things, to halt the growth of a role 
which has also spread to the contemporary art world: that of the expert in 
nothing who negotiates with power or with the (art) institution, finding 
justification in the spectre of an anachronistic and rhetorical privilege, 
for the possibility of speaking ‘in the name’ of art – on everything, even 
to the point of saying nothing.

The artists of the Thirtieth Bienal have been selected for the distinctive 
nature of their voices, because they speak, or don't speak, of a thing or 
of a few things; not of everything nor to everyone, or of themselves, to 
themselves. The artists of the Thirtieth Bienal are not experts, they are 
artists: they exist, and speak from the same dark echo where doubts and 
grey areas of existence resound: the archipelagic thickness of life: its 
place and its non-place: its betweenness.

In the ideological illusion of “transparent curating” one can also discern 
the belief that there can be a kind of absolute discourse, untouched 
by any trace of the visible and the perceptible; an absolute voice or 
language, absolutely emancipated from experience. This is the authoritar-
ian discourse, which every authorised discourse risks becoming from the 
instant it is withdrawn from the space of its possible contestation, “of 
its dispute, of its dialogue, of its confrontation”. However, the idea 
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that someone can speak without his or her voice containing a single trace 
of a perceptive knowledge leads to “fetishisation” and the “totemisation” 
of the text: the text is, here, a totem, an object frozen for ever in the 
indisputable authority of whoever embodies it, distances it, removes it 
from contact with life and thenceforth “dictates” it from nowhere.

These are both pathologies of excision (of alienation), and in the forget-
ting they engender, the syndrome of a mythical separation – Echo in his 
insurmountable distance from Narcissus – resounds, turning what should 
remain alive into a lifeless “thing”.

For those of us who conceived The Imminence of Poetics, it is absolutely 
clear that works of art are not, and should not be, “portable objects” of 
a curatorial argument, but only its “appropriated objects”, justifiably 
required for our necessities of meaning, as long as these last. 

Thus the 30th Bienal de São Paulo, conceived in relation to the motif 
The Imminence of Poetics, aims to function as a system of curatorial 
enunciation, through which the analogical (and thus sometimes dissimilar) 
relationship between its works are revealed – in the space offered by the 
Cicillo Matarazzo Pavilion, as well as in the dispersal of space that the 
city of São Paulo necessarily imposes and which some of the Bienal artists 
have chosen as the setting for the presentation of their works.

The group of artists selected represents a sum of individualities, 
assembled to bring a body of work that emphasises the process as much (or 
even more) than the artistic result of their respective investigations: 
a consideration of a period, in-between-centuries, more than an instant; 
and in some cases an almost retrospective body of work, which comes here 
to resonate with the echo of other works as if every work provided an 
instance of potentiality for other works, the fruit of as yet unimagined 
links which are only manifested in the encounter, in the experience, 
beyond any artistic and, particularly, curatorial programme. What we are 
interested in, then, is the “being” of the works and not their “having 
been”.

potentiality ∙ José Bergamín: “True art always acts through an excess of power, 

of potentiality: every potential artist believes there is more for him to say than 

he says. Perfect diction, classical art, is the only luminous zone of a vast sombre 

spiritual region, its conscious expression; and the artist contains with the limiting 

line of the shadow (drawing, thinking, style), the creative force of his secret, total 

passion: to express it; like the bull.” · El arte de birlibirloque. Mexico: Gibralfaro, 

1944, p. 37.

The aim of such a system of curatorial enunciation is to create space 
for meaning to be hypothesised between the works: by being together these 
works have a different meaning than if they were alone. The togetherness 
of these works, the link between them, allows them to produce and propose 
meaning – imminent and different – beyond their individual meaning. The 
distance that separates them, on a floor, or between floors, in differ-
ent parts of São Paulo, is also translated into operations that have the 
potential to generate meaning.

The analogical relationship is the operating principle of our method of 
curating, and thus our key word is analogy: a vast concept. Beyond the 
various archaeologies of the notion and its uses in Western philosophical 
tradition, from Plato's Timaeus to Aristotle's various works (Categories, 
Nicomachean Ethics or Metaphysics), as well as Avicenna and the Arab 
philosophers who transposed strictly logical or mathematical problems 
to the realm of ontology or the Aristotelian theologians of the end of 
the Middle Ages (Thomas Aquinas, Duns Scotto), whose works give rise to 
the conclusions drawn by early modern commentators on the question of 
analogy (Maître Eckhart or Juan de Santo Tomás), and the modern philoso-
phers of analogy (Frantz Brentano, Edmund Husserl, Ernst Cassirer; Jacques 
Maritain, Paul Ricoeur), the analogy continues to be an epistemological 
constellation in which the strictly speculative dimensions and practical 
imperatives of western thought touch and frequently collapse. The analogy 
explains a possible predicatability for what it is (in what way it is and 
is not equal at the same time) or how it is like everything that exists 
and at the same time unique and different from everything else, thus 
offering a response to the defining and fundamental question: how can 
something simultaneously be and not be? How can two things share being and 
at the same time be different? Thus – the predication also being a mani-
festation of what is perceived – the analogy inevitably corresponds to the 
sensitive – aesthetic – dimension of reality, and its discursive, sayable, 
expressive, poetic incarnations: all that which we become conscious of 
through our sensitive relationship with the world and which finds a niche 
in language or image. It is not possible, therefore, to dispense with 
the notion of analogy when predicating or understanding the realm of 
what appears, the domain of appearances, of representations, of images, 
of discourses.

analogy ∙ Giorgio Agamben: “[…] the analogy opposes the dichotomic principle that 

dominates Western logic. Countering the alternative ‘either A or B’, which excludes a 

third term, the analogy always imposes its tertium datur, its obstinate ‘neither A nor 

B’. The analogy thus intervenes in logical dichotomies (particular/universal; form/

content; legality/exemplarity; etc.) not to combine them in a higher synthesis but to 

transform them into a field of force riven by polar tensions, in which, precisely, 

as in an electromagnetic field, they lose their substantial identities.” · Signatura 

Rerum. Sur la méthode. Paris: Vrin, 2009, p. 21.

it is and is not equal ∙ J.W. Goethe: “Everything that exists is the analogon of 

everything that exists; thus existence seems to us both separate and united. If the 

analogy is extended, everything becomes identical; if it is avoided, everything divides 

infinitely.” · “Naturwissenschaftliche Schriften”. Gedenkausgabe. Zurich: Artemis 

Verlag, 1957 apud AGAMBEN, Giorgio. Signatura Rerum, 33.

Art – which always consists of making something appear – is, thus, ana-
logical. The only way to make a judgement with respect to art is through 
understanding analogical relationships, in terms of how, and how much, or 
where, art resembles or distinguishes itself in relation to art (which we 
already know). The classic form of this appraisal seems to prize similar-
ity; the modern form prefers to appreciate lack of similarity, difference, 
dissimilitude, frequently cast as “invention” or “novelty”. Analogy is, 
thus, in its origin, a word which refers to and classifies links according 
to the relational similarities which they generate. The universe of Poet-
ics is also, necessarily, analogical and the imminence of poetics implies 
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always making space for a possibility, a new, analogical link between 
things or between symbols (or words and signs) and things, between our-
selves and what is not ourselves. If two things, two beings, two sounds, 
two images, two words, two silences, two works resemble each other, it 
also means that they are distinct from each other, that they differ. The 
Imminence of Poetics aims to make explicit the links between its works and 
its artists, without imposing them as necessary, and without concealing 
their differences.

That analogies can manifest themselves as a constructive, frequently arbi-
trary order is a taboo for art historians and for the most conventional 
art critics, a cause for repression frequently hidden beneath the foolish 
cloak of a search for influences, which is satisfied by the futile sci-
ence of genealogies. But by being in art we are called on to construct 
analogies: analogies allow us to navigate between appearances without the 
danger of drowning and without the risk of the fossilisation of thought. 
Analogy is thus to the production of aesthetic meaning what prudence is to 
action: a key method for discerning some certainty in universes that are 
taxonomically uncertain. This is why, for this curatorial task, the legacy 
of Aby Warburg is seminally important – his Mnemosyne Atlas, among other 
works: a story of links, of similarities and dissimilarities; a fairy tale 
for adults.

I would like to make explicit an intellectual intention that acts as a 
guiding principle of our curatorial work: namely, that we see curating in 
terms of enunciation, in accordance with Émile Benveniste, for whom enun-
ciation is “the putting into practice of language through an individual 
act” of appropriation. Enunciation is thus neither a text, nor a saying, 
nor a fixed state of language: enunciation is an act, an acting-out of 
language in the act of its temporary materialisation. In talking of enun-
ciation, one talks of the “very act of producing the enounced rather than 
the text of the enounced”. It is important to understand, therefore, that 
in making explicit our intention of considering curating as enunciation we 
are not seeking to set out an argument or specific statement concerning 
the state of art today. The organisation of the Thirtieth São Paulo Bienal 
is not focused on the act of privileging what is enounced by the cura-
tor, but on revealing the “apparatus of curatorial enunciation”, on the 
possibility of showing the act of curatorial enunciation as an apparatus 
through which links, relationships of proximity, differences between 
similarities are proposed, as well as distinctions and similarities 
within the differences between the works and artists that constitute the 
Bienal. Establishing these relationships consists, for our curatorship, 
not so much of a system of bringing together as of a logic of distance and 
distancing.

enunciation ∙ Émile Benveniste: “Prior to the enunciation, language is but the 

possibility of language. After the enunciation, language is realised in an instance 

of discourse, the emanation of a locutor, a sound form that reaches a listener, 

stimulating another enunciation in return.” · “L'appareil formel de l'énonciation”. In: 

Problèmes de linguistique générale 2. Paris: Gallimard, 1974, pp. 81-82.

differences between similarities ∙ Maurice Merleau-Ponty: “What we have learnt 

from Saussure is that signs individually mean nothing, that each of them expresses not 

so much a meaning as the mark of a difference of meaning between itself and the rest 

[…] Language is made of differences without terms, or rather its terms are generated 

only by the differences that appear among them.” · In: Signes. Paris: Gallimard, 1960, 

p. 49.

It would thus seem to be possible that in thinking about art, or, more 
concretely, in the practical terrain of its exhibition and its ‘mon-
tage’, works of art mean nothing individually, and that each one of them 
expresses not so much a meaning as the difference of meaning that they 
mark (and which are marked) between themselves.

In The Imminence of Poetics, this difference is the possibility of a link 
yet to come.

link ∙ Giordano Bruno: “There are three gates through which the hunter of souls dares 

to form links: sight, hearing and thought or imagination. Were he able to penetrate all 

these doors at once, he would make a powerful link; he would hold on tight. Through the 

door of hearing, the hunter thus enters, armed with voice and speech, the son of the 

voice…” · De Vinculis in Genere (1591). Paris: Allia, 2004, livro I, XXX, p. 33.

“Vocal manifestation of language”, enunciation – according to Benveniste 
– “supposes the individual conversion of language into discourse”. Thus it 
is fundamental in understanding the function of enunciation, beyond the 
possibility of communicating a state of language in the form of affirma-
tion or argument – a text, let's say –, to understand the specific nature 
of the apparatus – the device – which embodies it and makes it possible, 
which makes it viable and gives it form, temporarily, while it occurs – as 
a surface of inscription. The Bienal is, then, a surface of inscription, 
the temporary domain of a restatement of meaning with the works which 
constitute it: an apparatus.

apparatus ∙ Giorgio Agamben: “By apparatus I mean everything that, in one way or 

another, has the capacity to capture, orientate, determine, intercept, model, control 

and ensure the gestures, behaviour, opinions and discourse of living beings…” · Qu'est-

ce qu'un dispositif?. Paris: Rivages, 2007, p. 31.

The Bienal should thus take the form of a type of enunciation, in its act 
of taking the word, image, sound, or forms that take place as discourse, 
and even as voluntary absence of discourse, as silence in the place of 
discourse.

The 30th Bienal seeks to take the word and become “a daughter of voice” 
– to paraphrase Bruno –, in order to signal a number of uncertain certain-
ties. Among the abuses of distance that seem to characterise our contempo-
rary time, particularly notable is an abuse of images, an ideology of the 
image according to which what we perceive visually is only an image, an 
image – one might say – devoid of any relation to the world: just an image 
and not a thing in the world.

thing in the world ∙ Maurice Merleau-Ponty: “Thus we understand why, at the same 

time that we see things themselves, in their place, where they are, in their own 

being, which is much more than their perceived being, we also find ourselves distanced 

from them by all the thickness of the gaze and the body: this distance is not the 

opposite of that proximity, but is created in intense relationship to it and is its 

synonym. Because the thickness of flesh that exists between the one who looks and the 
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thing that is looked at constitutes the visibility of the latter as much as it is the 

corporeality of the former; it is not an obstacle between them, it is the means by 

which they communicate. It is for this reason that I am in the heart of the visible and 

I am far away: because it is thick, and thus naturally destined to be seen by a body. 

The indefinable in the quale, in the colour, is no more than a brief, peremptory method 

of offering, in a single thing, any thing, in one tonality of being, past visions and 

visions to come, all grouped together. On seeing I possess my own depth as well, by 

being joined to this same visible being that I am seeing and which is contained behind 

me, as we well know. The thickness of the body, far from rivalling the thickness of the 

world, is instead the only way I have of going to the heart of things, making myself 

world with them and making them flesh with me.” · Le visible et l'invisible. Paris: 

Gallimard, 1964, p. 178.

No one would deny that a surplus of images, an inflation of images makes 
our world more interesting, but also more labyrinthine. Yet even though 
humans have never produced such a quantity of images, even though there 
have never been so many images in the world as there are today, our world 
is also characterised by a forgetting of images, by a forgetting of the 
images which reproduce each other in vast numbers, as in a dune carried by 
violent winds where the sand accumulates, to cover its layers with others, 
to bury some under others; whether it is because these images have only 
been designed for the instant, their existence is as transient as that of 
those insects that live for only a day or two, or because it is impossible 
to comprehend them in their vertiginous totality. Just as the greatest 
accumulation of artificial memory in history seems to accompany the 
greatest epidemic of forgetting and loss of natural memory that the human 
race has ever experienced, the greatest inflation of the image in history 
goes hand in hand with a forgetting of the image, a forgetting of images 
between images, a forgetting that an image is – or can always be – the 
deformation of another image, as a form is the alter form of another form. 

An ideology of the image leads us to believe, as in a camera obscura, 
that the world is not the world but an image thereof; it makes us forget 
the world in favour of its image. But in order to do this, to achieve its 
ideological remit, it must also make us forget the image: produce the 
nebula that replaces the image, seduce us with the trickery of the image, 
in the confusion of its apparent transparency, of the apparent immediacy 
of images, as if every image were not also, potentially, “pathos-image”: 
my finding, through images, place in the place of another.

camera obscura ∙ Karl Marx: “The nebulous formations that condense in the mind of 

man are also necessary sublimations of his material vital process, which can be proved 

empirically and is subject to material premises. Morality, Religion, Metaphysics, 

and all other ideologies and their corresponding forms of consciousness, thus lose 

the appearance of their own substantiality. They do not have their own history or 

development; it is the men that develop their production and material exchange who, in 

changing this reality, also change their thought and the products of their thought. It 

is not consciousness that determines life, but life that determines consciousness […] 

‘in every ideology man and his relations seem to be inverted, as in a camera obscura…” 

· L'ideología alemana (1846). Barcelona: Grijalbo, 1970, pp. 25-29.

pathos-image ∙ Georges Didi-Huberman: “Pathosformel or Dynamogramm tell us, in 

effect, that the image was seen by Warburg according to a dual regime, that is, 

according to the dialectic energy of a montage of things that are generally considered 

to be contradictory: pathos with formula, power with the graphic, in short, force with 

form, the temporality of a subject with the spatiality of an object… The Warburgian 

aesthetic of the dynamogram will thus have found, in the pathetic gesture all'antica, 

its ideal place, a formal topos, as well as a phenomenological vector of intensity – 

for this ‘confrontational energy’ which made all history of art, in Warburg's eyes, a 

true psychomachia, a cultural symptomatology…” · Histoire de l‘art et temps de fantômes 

selon Aby Warburg. Paris: Minuit, 2002, pp. 198-199.

It is important then, in our contemporary ideology of the image, for there 
to be an inversion of visible reality: a camera obscura in which the world 
disappears in the reverse image of its own image. In making us forget 
the image, establishing the debatable equation of an absolute identity 
between images and things, which would absorb things into the world of the 
image, leaving them (things) in the limbo of their non-existence and their 
absolute lack of recognition, annihilating our awareness of the difference 
between things and images; by making us forget that between images and 
things there is the same fundamental mismatch as between words and things; 
to be effective, to fully achieve its anonymous remit, the ideology of 
the image should, I repeat, make us forget the image. It should make us 
no longer see the image, make the image invisible as a thing, making 
its apparatus invisible, its taking-place as a thing among things, its 
radical, precarious, imperfect or perfectible transitoriness, its humble 
condition of transitional form, disappearing before our very eyes. It is 
true that Warburg saw the intermediate or transitional form as a “true 
transition from life into art”, and that he did so within the framework of 
the anthropological certainty of an inaccessible antiquity, which could 
only be supplemented anachronically with new meanings through being fed by 
present day uses and forms. However, beyond the necessary consideration of 
the utility of this concept in contemporary art theory, the question that 
must be answered is: which artistic form is not intermediary? Or rather, 
is not everything that deals with a distant or lost reality – everything 
that, like the image, cannot entirely explain what information takes from 
life, whether it be, for us, its desire to be modern or its compulsion to 
be present - perhaps an intermediate, transitional form?

between words and things ∙ Amereida: “travel teaches us / (among other things) 

/ that words are like strangers to the things they name /– creating a relationship 

of bilateral alienation / I would venture to propose / between things and words  / 

of which the traveller  / and the tourist in particular /  is the victim /  which 

he himself expresses in the naive confession of his disappointment / -he cannot but 

be disappointed /  for things don't resemble words nor do words resemble things / - 

he must take refuge in the act of photographing which / mummifying the present with 

this instant embalmer / the apparatus / cutting out and paralysing what is real / and 

magically giving it the status of image / considers it done and over in an instant and 

thus makes it homogenous with the word / – the place where I am can / at last / become 

the title of the photo / ( beach in Bermuda / June 58 )” · IOMMI, Godofredo. Amereida. 

Valparaíso: Ediciones de la Escuela de Arquitectura y Diseño PUCV, 2011, vol. 1, p. 77.

The artists of the 30th Bienal have been selected because of their concern 
with things as a different realm of the image, and in their works not only 
is there a clear distance between things and words, but images also exist 
more as things than as images, as domains of questioning – even within 
documentary testimonies – of the impossible identity between images and 
the world.
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There are two liminal texts for The Imminence of Poetics, both of them 
ancient, forgotten, consigned to present-day oblivion. Both of these 
unremembered texts survive, however, in numerous gestures, acts and 
writings, as well as in many works of our time. These texts embody two 
defining moments in our cultural and collective memory. One of them is a 
text belonging to the Second Sophistic, whose authorship is uncertain and 
disputed: the Imagines by Philostratus the Elder, in which 65 real or fic-
titious paintings are described, embedded in the eloquent stone walls of 
an old house. How can this book, without having actually been read, have 
led to so many representations throughout history? How could this text 
have produced so many images? Perhaps because in it, with it, a possible 
bond between the word and the image is created – ekphrasis – in such a way 
that both are able to constitute each other: the imminence of the word as 
image, the imminence of the image as word. It is this discursive necessity 
with relation to the image, this possible, always imminent, imagistic 
transition of discourse that the curatorial apparatus of The Imminence 
of Poetics aims to salvage, or underline, in response to the claims to 
absoluteness of discourse or image.

survive ∙ Georges Didi-Huberman: “What survives in a culture is the most repressed, 

the darkest, the most distant and the most tenacious part of that culture. The most 

dead, in a sense, since it is the most buried and the most spectral; the most alive as 

well, since it is the most mobile, the closest, and possesses the greatest drive.” · 

Histoire de l‘art et temps de fantômes selon Aby Warburg. Paris: Minuit, 2002, p. 154.

discourse or the image ∙ Fernand Deligny: “However, image is a word that is too 

important. It may be – and this is what I say to those who take images – that man 

resides beneath two banners of equal importance and that each as much as the other 

endow him with his singular characteristics as an eloquent being and, that said, the 

philosopher who sets forth through culture in search of a living source for the word 

comes up against a ‘movement’ whose nature he cannot capture. This philosopher (Martin 

Heidegger) has never strayed from his path in the presence of a child who has always 

lacked language. Through living in proximity to such a child, as if in symbiosis, 

there becomes apparent evidence of a ‘movement’ whose ‘finality’ is not the word 

that, according to the philosopher, always intervenes. What intervenes is movement of 

effectuation (agir), that movement which reacts to another movement provoked, surely, 

by the image which has spontaneously emerged, in the manner of a reflex. From where 

what I propose can be seen if we accept the two banners: that the same movement – 

even in its origin – can advance towards the word, if there is a word, or engage in 

effectuation (agir), which we should not confuse with doing (faire) some productive 

thing […]” · “Acheminement vers l'image”. In: Œuvres. Paris: L'Arachnéen, 2007, pp. 

1668-69

One day, someone asked what image is, or what is said in it, with it. 
From this very scene Philostratus's text unfolds, a text in which, as 
if mocking Platonic terror at the image seen as the illusory shadow of 
reality, or as image-dream, no image exists beyond the word that describes 
it: sophistic image, but also, alternatively, sophism of the image which 
only begins to exist from the moment it is embodied by a word. We haven't 
yet escaped – even in these days of utterances truncated by the prevailing 
logic of the tweet – from this territory: images are generated by words 
as much as images themselves generate words. In the illusory belief that 
words and images can exactly and unerringly correspond to each other, both 
become lethal weapons against one another: words that destroy images; 

images that destroy words. In Philostratus's scene, on the other hand, it 
is a child that asks an adult, whose response is simply the act of wait-
ing: “I'll tell you what images say when your friends arrive”.

Imminence is a state of waiting: waiting for words being engendered by  
images, waiting for images engendered from words.

It is interesting to note the lesson of Philostratus's “Prologue”: the 
discourse will begin when the community begins. There is no discourse in 
absolute solitude. Both of us, all of us, are in discourse. It may be that 
images existed before: the sounds and music of the world. But they didn't 
really exist until someone who already existed came and spoke them. And 
neither one precedes the other: neither the image nor the word came first. 
Before discourse there were already images, and they waited: before that 
there were words in waiting.

someone who already existed came and spoke them ∙ John, 1, 32: “This is the one 

of whom I spoke: after me will come another who was already before me.” · Evangelio de 

San Juan, 1: 32.

neither one precedes the other ∙ Michel Foucault: “The description of statements 

and discursive formations should free itself from the frequent and persistent image 

of return. Its aim is not to return over a time which would be nothing but decline, 

latency, forgetting, covering up, or meandering, towards the foundational moment in 

which the word was not yet invested with any materiality, nor was it destined to 

any persistence, and it was retained in the undetermined dimension of the opening. 

(Neither) does it attempt to constitute, for the already said, the paradoxical instant 

of the second birth; it does not invoke a dawn on the point of returning. It deals, 

on the contrary, with statements in the density of the accumulation in which it finds 

them and which these, however, continually modify, disturb, shatter and at times even 

devastate.” · L'archéologie du savoir. Paris: Gallimard, 1969, p. 164.

In using the motto or motif The Imminence of Poetics for the 30th Bienal, 
we wish to fundamentally stress certain facts which, because they are 
obvious, the world (and particularly the art world) frequently forgets: 
that there is always something to be said or represented, proffered or 
imagined, and that there is no way of knowing it until it becomes part of 
the past. Albeit immediate, of its proffering, or representation, of its 
imagination or our visual reception or listening; that upon being said, or 
imagined, proffered or represented, if it is relevant, and even if it is 
silence or emptiness, what is said or its silence, the image or its can-
celled vision, affect the world of things as much they alter the domain of 
poetics, of the sayable and imaginable, forever. The Imminence of Poetics 
is not intended to counter an inexorable “eminence of politics”, but to 
accompany it, since art that emphasises its political dimension frequently 
forgets that, while political, it is also first and foremost poetic. 
There is a swarm of misconceptions rife in the world, often amusing us – 
amusingly – while, unbeknownst to us, they wreak havoc upon the quality 
of our experience. The first of these is an illusion of globalisation. 
According to this illusion, everything, from every time, can be known, 
and everything can, as a result, be represented – consequently, everything 
can be exhibited. What this illusion excludes and destroys is precisely 
what cannot be known, the dark side of life, the unnameable unknown, all 
that which is hermetic and distant, all that whose specificity bars it 
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from entering the smooth terrain of the global, the new currency used by 
some to carry on imposing the history of a few on the rest. This illusion 
of globalisation – this illusion of global knowledge – comes hand in hand 
with the potential offered to us today by technology to erase separations 
and overcome distances; to collapse the times of life. And if it is true 
that these are prodigious possibilities, it is also true that not every-
thing can always be collapsed, that it is, morally, epistemologically, 
necessary to know how to maintain distances, create distance, live slowly 
and distantly, and not just hurriedly - to construct the interval of 
distance that separates us from what is said to us, or from what our own 
voice says. To know that not everything is immediate, or accessible, and 
and that, indeed, we would not want it to be. Many of the artists taking 
part in The Imminence of Poetics have made work in restricted, limited, 
immediate spaces, inside of which they construct enormous distances. I 
would like to name some of them, in the manner of a frontispiece – since 
many of them never thought of themselves, nor of their work, in terms of 
art: Artur Bispo de Rosario, Ian Hamilton Finlay, Horst Ademeit, Fréderic 
Bruly Bouabré, Alair Gomes, Gego, Robert Filliou, Roberto Obregón, Juan 
Luis Martínez, Fernand Deligny.

maintain distances ∙ José Bergamín: “The sidereal thought of God is to maintain 

distances: to situate everything.”

The second liminal text of The Imminence of Poetics is A General Account 
of Bonding by Giordano Bruno. Many centuries after Philostratus, Bruno 
applied his thought to the significance of the bond. In his De vinculis 
in genere, a treatise which abruptly concludes in the mute imminence of a 
word that never comes, or with the word on the tip of the tongue and the 
page filled by its absence – like Plato's Atlantis – Bruno ushers in our 
age under the banner of fascination: nothing will exist before it is said, 
before saying; there will be no content preceding any form; there will be 
no forms without content. Art will be, from that moment, the taking-place 
of art.

De vinculis in genere ∙ Robert Klein: “Humanism had posed the problem of the 

relations between idea and the form that expresses it in rhetoric, logic, poetry and 

the visual arts; it endeavoured to join the ‘what’ to the ‘how’, to find for formal 

beauty a justification more profound than the need for decoration. But, as far as it 

went, it never denied that in all these fields, ‘what is expressed’ must be present 

prior to its expression. That is why, speaking simplistically, humanism came to an 

end in the sciences, just as the method of investigation became fruitful in and of 

itself, and in art just as the execution – the maniera – became an autonomous value. 

When artistic consciousness reached such a stage, around 1600, it found no art theory 

that could account for it. There was only the ancient natural magic – that is to say a 

general aesthetic unaware of itself, which Bruno hastily developed in the magnificent 

essay he entitled De vinculis in genere.” · “La forme et l'intelligible”. Ecrits sur la 

Renaissance et l'art moderne. Paris: Gallimard, 1970, pp. 172-73.

taking-place of art ∙ Merleau-Ponty: “Language, equally, is not in the service of 

meaning, and thus does not govern meaning. There is no subordination between them. 

Nobody orders here and nobody obeys. What we want to say is not before us, outside any 

word, like a pure signification. It is no more than the excess of what we live over 

what has already been said. We install ourselves, with our expressive apparatus, in 

a situation to which this is sensitive, we confront the two, and our statements are 

nothing more than the final result of those exchanges.” · “Le langage indirect et les 

voix du silence”. In: Signes, Paris: Gallimard, 1960, p. 104.

The extension of the ingenuous illusion in which no one wants to see the 
image – that is, its apparatus –, in which the image is not seen behind 
its false ideological entanglement with things, is that our world also 
lives among images without things, images entirely liberated from the 
regime of reality which the image itself had become a part of hand in hand 
with light: after almost two centuries of photography and the art of the 
darkroom, today the image, like memory, has become entirely artificial. 
What liberates it from its analogical entanglement with light is the 
regime of a digital, digitalised culture: the benefits are undeniable. 
However, no one should disregard its consequences – and, as a starting 
point, its political consequences. It could be that behind the vertiginous 
power of access that is multiplied through a regime of digital culture – 
the ability to access the entire archive with a mouse click, to access it 
all instantly on a single screen – there is also hidden, paradoxically, 
the end of another regime, which is not exactly the world of analogical 
truths but the very regime of universal enlightenment and its legitimis-
ing utopia: culture as a democratic good. No one can fail to be aware 
at this brutal moment in history that citizenship should not be produced 
by enlightenment, but by community decision, by consciously taking part 
and by the intentional being-part of a community or city, regardless of 
how, how much, and what else can be known. But it is also true that the 
idea – the project or the illusion – of a democratic culture was about 
wrenching cultural heritage from the hands of a few, making it acces-
sible to all through a universal code where its memory may be found. This 
universal access to all our memory – this utopia – lies with the community 
of ‘natural languages’, and the community of natural languages depends on 
its codes being mastered by everyone, on the possibility of everyone being 
literate in them. The community of “natural languages” is, however, illit-
erate in its origin, and literacy should be careful – and has always had 
to be careful – not to impose itself through the dictatorship of the dead 
letter, in order to avoid what Bergamín called the decline of illiteracy.

decline of illiteracy ∙ José Bergamín: “The decline of illiteracy is the decline of 

spiritual culture pursued and destroyed by literal culture. Every spiritual value is 

destroyed if the letter or dead letters substitute the word, which is only expressed 

in living voices. The spiritual value of a people is in inverse relation to the 

decrease in its illiteracy of thought and speech. To persecute illiteracy is to vilely 

persecute thought: to pursue it by its luminously poetic trace in the word. The literal 

consequence of this persecution is the death of thought: and a people, like a man, only 

exists through thought, which leads to belief, like the child's belief that he plays. 

Anyone who leaves the poetic game of thinking is lost, irredeemably lost, because 

he leaves the truth of life, which is the only true life: that of faith, of poetry, 

through the lie of death. He wants to take everything without faith, literally: and we 

have already seen that everything that is literal is because the letter has killed it, 

that everything that is literal is all that is dead.” · La decadencia del analfabetismo 

(1974). Madrid: Siruela, 2000, pp. 50-51.

What are the political consequences of a totally digitalised culture? This 
question does not concern artists alone, but it does concern them as well. 
Let's return to the distinction established by Benveniste in his theory of 
enunciation: it is true that the growing digitalization of culture – the 
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conservation of symbolic forms in digital and numeric media – guarantees 
an enormous increase in access to its enouncements; it is also true that 
this access is increasingly less neutral, more formalised by an apparatus 
whose possibilities are far beyond our natural competencies – corpora-
tions, which produce these apparatuses, the devices, the codes and 
metalanguages, the dead letter where the living letter once resided: it is 
not me who accesses culture, since my competence is in natural language; I 
access culture provided by the corporations who possess the rights to this 
dead letter, the translation into my natural language of its ever more 
hermetic codes, on the glass surface of my terminals and screens, in the 
telegenic epidermis which is presented to me in the form of a universal 
language and where I, like Narcissus, am confused by reflections. Because 
the latest medium is no more than the technology of birlibirloque, a meta-
language. In order to guarantee universal access to its monumental archive 
of memory, the digital regime needs natural languages subjected to the 
ever more hermetic, apparently magical domination of the dead letter, like 
the scarlet deception of the bullfighter, of the technical metalanguages 
which are the source of its power. And the technical metalanguages are 
not really accessible to all; they are dominated by a class, a mundane 
sect, a technocratic minority – the monastic order of the technocrats 
that possesses, like an exclusive attribute, control over the mnemonic 
origins of digital and digitalised culture. The utopia of a democratic and 
universal access to culture only conserves its expectancy of imminence 
while the natural media and languages where its living voice lies recorded 
are conserved. It is true that images have always been erased and colours 
fade and papyrus grows darker, just as stone becomes dust. But it is still 
possible to decipher among their shadows.

Benveniste ∙ Roland Barthes: “[…] Benveniste has given scientific substance to a 

notion that has come to take on great importance in the work of the avant-garde: the 

enunciation. The enunciation is not the enounced (of course), and neither (a more 

subtle and revolutionary proposition) is it the simple presence of subjectivity in 

discourse; it is the renewed act by which a locutor takes possession of language 

(appropriates it, as Benveniste accurately puts it) […]” · “Pourquoi j'aime 

Benveniste”. In: Œuvres complètes IV. Paris: Seuil, 2002, pp. 513-14.

birlibirloque ∙ José Bergamín: “The art of birlibirloque is all that which 

acknowledges that in every action and work of man, God always contributes half. Or he 

doesn't, and then it is the Devil  who must contribute it…” · El arte de birlibirloque. 

Mexico: Gibralfaro, 1944, p. 31.

The artists of the 30th Bienal testify, in their works, to the living let-
ter, or to living memory: they believe in the shadow, in the trace, and in 
the body as the only storage place of survival, the alter form, the drift, 
the voice.

It can be said of this taking-place of art that art stopped being exclu-
sively intentional when it became more exclusively voluntary: modernity 
was an enormous, continuous voluntarism, a continuous desire to be modern, 
but at the same time, with the polymorphous possibility of always making 
things modern, of making everything modern, (modern) art discovered the 
power of its unintentionality – not things that were made, painstakingly 
by hand, but found things, readymade, already there, valuable in them-
selves and also in their unwitting modernity.

Still, what lies beneath this modern iceberg is yet to be touched: what 
lies hidden in the deep, black sea of modernity, beneath its transparent 
white tip, is yet to be considered. Many of the artists in The Imminence 
of Poetics breathe in this darkness: they continue to question being mod-
ern, under the inadvertent protection of contemporaneity: becoming modern 
once more, being always about to be modern.

Modernity was the gateway to (believing we were) thinking of the world 
globally: it was our temporal passport to the myth of the universal, which 
has a thousand faces and, like all myths, countless versions with no ori-
gin. Yet this universalist modernity which today masquerades as business 
corporations, web entertainment, and every digitalised form of knowledge 
sharing, this voluntary and voluntarist modernity, this intentional moder-
nity is accompanied, wherever it goes, by another involuntary modernity 
with no intention of being modern, an unnoticed illiterate modernity which 
is also, thanks to the legacy of the modern, a ready-made modernity; a 
modernity which is modern in another form (or otherwise than modernity) 
which never sought such a quality in itself and which we can find there, 
functioning for us, for given communities, like a totally modern entity, 
like a modern symbol that, however, we cannot all share.

otherwise than modernity ∙ Homi K. Bhabha: “[…] this postcolonial critique bears 

witness to those countries and communities – in the North and the South, urban and 

rural –  constituted, if I may coin a phrase, ‘otherwise than modernity’. Such cultures 

of a postcolonial contra-modernity may be contingent to modernity, discontinuous or 

in contention with it, resistant to its oppressive, assimilationist technologies; but 

they also deploy the cultural hybridity of their borderline conditions to ‘translate’, 

and therefore reinscribe, the social imaginary of both metropolis and modernity.” · The 

Location of Culture. London: Routledge, 1994, p. 9.

Bringing to the disciplinary and disciplined space of art the works and 
interrogations of individuals and creators who never considered themselves 
part of the repertoire of art, making room for the illiterates of art, 
The Imminence of Poetics aims to overlay this question of involuntary 
and unnoticed modernities on the possibility of a modernity that is not 
derived from the will of power. The question, thus posed, asked from 
a place – Brazil, South America, Latin America – is about a system of 
correspondences that takes place today among the artists that embody the 
contemporaneity of our continent. For a long time, for centuries, artists 
from the Americas encountered each other on their journey to Rome – to 
Berlin, to London, to Paris, to Madrid, to New York. For centuries 
local traditions were repeatedly disregarded, as artists looked towards 
metropolitan traditions, following the examples of Berlin or London or 
Paris or New York. Even now, since Eurocentrism is another of our original 
disorders, the art world in Latin American countries adapts to the expec-
tations of an external art world. But for the first time in our history, 
there seems to be a fluid communication between us which makes it possible 
to get to know artists from the Americas in Bogota and Mexico City, in 
Santiago and Caracas, in Buenos Aires and Lima, in São Paulo and Rio, etc. 
and no longer – or not only – in Rome. The aim of The Imminence of Poetics 
is to reflect this moment, albeit fragmentarily.

Learning to be local, as we were saying, implies the question related 
to (our) contemporaneity: is there perhaps a local contemporaneity? 
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This question should inform the thinking of any biennial dedicated to 
contemporary art, in that the biennial system seems to be founded on an 
unconsidered assumption: that contemporaneity is universal and applies to 
all. However, what can contemporaneity mean other than the possibility of 
sharing a (single) time? In the term contemporary, two notions are joined: 
the notion of time and, further, that of present time – that dramatic rift 
which engages or disengages time being lived from time lived – and the 
notion of community, since it would not be contemporary without that time 
being lived in conjunction, that community time shared in the present or 
in the durative deferment of the present by a group of people whose very 
coming together is a result of the relationship established between them, 
by the certainty – or decision – of sharing a (single) time.

However, since it is impossible for time to be the same for all, contempo-
raneity is a construct, a relatively arbitrary slice through the coordi-
nates of our experience of things, within its always partially temporary 
nature. What is banally called contemporaneity thus acts between us like 
a “shifter for community”, like a generator of community, which should 
be judged and evaluated through a consideration of its variables: the 
value of the use of the present – its usefulness –, the participation in 
communities of meaning, the possibility of sharing some certainties, some 
knowledge, the state of some discussions, the construction of the present, 
or rather, its permanent “invention”, as a present with an origin and a 
destiny, as a vector which comes and goes, like a mobile in perpetual 
motion, towards an instance which never completely arrives.

It is true that contemporaneity cannot be radical anachronism: a gesture 
for excluding oneself absolutely from one's time, ignoring the consensus 
which regulates the standard practices of the present – within the arts or 
politics, technology or science, etc. But it would be enough for someone 
to explain, or try to explain, his or her decision to withdraw and reject; 
his or her reaction and confinement, or silence, for such an anachronism 
to establish a contemporary relationship of meaning and become, thus, a 
full part of contemporaneity.

These decisions of abandonment, this reclusion, this possibility of creat-
ing silence or suspending discourse, are of particular interest for The 
Imminence of Poetics. They are of interest because, in that modernity that 
was voluntary, there also exists a shadow zone, a tradition of abandon-
ment, a basso continuo of withdrawal, a will against the will: following 
the example of Lygia Clark, who came to the conclusion that she no longer 
needed to express herself, we have for instance Fernand Deligny, who 
confined himself with his autistic children in the rural environs of the 
Cevennes valley, while Paris burned with the epiphanic passion of that May 
of eternal promise, in 1968.

a shadow zone ∙ Giorgio Agamben: “One can only call contemporary that which doesn't 

allow itself to be blinded by the lights of the century and manages to perceive their 

area of shadows, their bleak intimacy […] the contemporary is that which perceives the 

darkness of its time as something to be looked at and questioned; as something which, 

more than any kind of light, is directly and singularly directed towards one. The 

contemporary is that which confronts, head on, the halo of darkness that emanates from 

its time.” · Qu'est-ce que le contemporain?. Paris: Rivages, 2008, pp. 21-22.

Contemporaneity is also not an objectivity, since its terms are estab-
lished in the permanent rift between time being lived and time lived, 
which opens up a possible realm for the common and the singular, for a 
being there during; but then contemporaneity is not universal, and there 
is no contemporaneity but the local.

But the market which, as we know, needs to be fuelled by universal desires 
– the dream of the market is always to be global, it wants us to believe 
that contemporaneity is an international style. Thus the advocates of this 
idea – which in reality is not an idea but an interest – go about the 
world constantly demanding the most contemporary, showing off the contem-
porary, distinguishing between what is and what isn't contemporary, with 
the certainty that anything that lacks the pure aspect of international 
styles – the great exchange values which are negotiated in the global art 
market – is not contemporary.

But contemporaneity is not an international style. If this were the case, 
a specific community could not stamp its own character and difference on 
its method of constructing its own participation in a common time. Con-
temporaneity is not an international style, which is not to say that there 
are not international contemporary styles just as it doesn't mean that 
contemporaneity only exists in opposition to these international styles. 
It may be that it is interpreted, identified, distinguished by its formal 
trappings, but contemporaneity is also not a style.

Finally, contemporaneity is not the present time, if by the present time 
we understand the self-serving, market-driven control of all that is 
illusory and fascinating in the present: fascination with fashion and its 
systems, which always ends up transforming everything into fetish and 
merchandise. Contemporaneity is a construction, a system of references 
for bringing the past to its present, to make a latent memory clear to 
us; a local, community shifter that goes beyond the merely novel. It is a 
political apparatus of tactical appropriation of time as a common value 
and destiny.

The artists in The Imminence of Poetics are all contemporary. There is no 
other imminence of poetics: becoming, there, in their niche, contemporary. 
To enter the present with their shadows in a radiant flight of the word on 
the tip of the tongue, and even when it is not said; to come to the time 
of the image, or sound, or silence, in their potentiality.

Perhaps art has a function: to make life more interesting than art, in the 
words of Robert Filliou; also to make life less simple, more complex, to 
resist all that simplifies it. To resist the illusion of the image that 
derives something representable from every reality; to resist the illusion 
of the absolute exposure that always destroys the remainders of intimacy, 
of privacy, of the secret, of confidence. To resist the illusion of glo-
balisation which marginalises the specificity of place, the fragmentary, 
as well as everything that is hermetic and distant, unknowable. To resist 
the illusion of knowledge detached from time and space by claiming the 
inaccessible, oblivion, times and places that are not ours: that which 
endlessly escapes us and of which we are ignorant.
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It could be said that language is always capable of one thing: a proffer-
ing, a truth, a fiction, a poem, a phrase, a word; and that the image, on 
the other hand, is capable of what it is, always and totally. Aby Warburg 
said that the animal is capable of what it is, utterly, unlike humans, who 
are capable of only one part, and he offered some examples: the antelope, 
which is nothing more than its own run, and runs so much better than any 
human; or the bear, which is nothing more than its own strength.

There was a pre-temporal moment in the constitution of the human species 
which can also be said to have been the moment that precedes predation 
and violence: the human species was like any other, defenceless against 
the indifference of nature. This moment ended when eyes converged on an 
objective and focused on it, determined it, stopped seeing it as an inert 
mass among masses; this moment was completed when the hand of the human 
reached out and touched it, like a piece of prey. This was the birth of 
the potential for perspective: the possibility of translating, with the 
recourses of art, a determining gaze at things.

when eyes converged ∙ Pascal Quignard: “‘One day the two lateral eyes of predators 

began to converge, to determine the prey; they began to create a single, central image; 

localisation and depth of field became possible. They prepared the chase and the snare. 

Time is torn apart in this waiting that anticipates the predatory chase, once the 

object has been identified. To the binocular vision of predation has been added, in 

some predators, the appearance in the field of vision of the hand that traps and falls 

in front of their gaze together with their prey.” · “L'oreille de Marie”. In: Petits 

traités II, Paris: Gallimard, 1997, p. 373.

In the modern human age, image production, whether still or moving, runs 
through visitation or forgetting of this pre-temporal moment in which 
the possibility of an ‘object’ is constituted. From a certain point of 
view, abstraction was the newly open gaze at reality as an undetermined 
domain, as if looking did not lead to naming; as if between looking and 
naming there was an absolute disjunction, leading to the possibility (or 
illusion) of looking at the world in a pre-nominal state. In this sense, 
this abstract image belongs to the animal kingdom. To look, or represent, 
the significant yet unnamed mass of reality: to look as Cézanne did. This 
image could be defined angularly, could be made entirely geometrically, 
and still describe a world without name.

Is this not what the image is, utterly?

the image ∙ Fernand Deligny: “We should not be surprised that an investigation 

which concerns autistic children – that is, children who have absolutely no faculty 

of language, – consists of discovering a little of what the image could be. Well, 

coincidentally, the image in the sense that I understand it, the true image, is 

autistic. What I mean to say is: it doesn't talk. An image doesn't say anything, and 

like autistic children, that is the reason why everyone makes it say anything […] And 

so, it could be that the image belongs to the animal kingdom […] Belongs, that is, to 

the profound sphere of the memory of the species, and the memory of the species has 

something in common with all species, including the human species […]” · “A propos d'un 

film à faire”. In: Œuvres, Paris: L'Arachnéen, 2007, pp. 1773.

The works and artists shown in The Imminence of Poetics do not represent 
a theme, nor a group of nations, nor the world, which is inexhaustible; 

we want to state with them that it is only possible to know a little, not 
all; for a moment, and not for all time. The artists in The Imminence of 
Poetics are there because of their works, for no other reason, and because 
they question the domination of the image which is forgotten in favour of 
this animal-image which does not yet know the name of things. The case 
is made for waiting, delay, deferral; the idea of place is privileged; 
public space, sonic and collective memory, is interrogated; language is 
reclaimed as poetic matter and is recognised as well in its absence and in 
its silence.

Imminence is our destiny. It is what we do not know, what will happen and 
is beyond us, regardless of our faculties, histories and decisions.

Poetics are our tool, our ball of fragile threads for weaving links, the 
manufacturing weave of our present, from which we stitch the cloaks that 
protect us from the ravages of history.

 April-June 2012 
 São Paulo-New York
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A person locates a bare room and sits in it for a long time. Then she or he brings 

into the room a cement block and sits with it for a long time. A second block is 

brought in, a third, a fourth, a fifth and so on, up to the number corresponding 

to the person's age. At each addition, the person sits with the blocks for a 

long time. Then, one by one the blocks are removed. The person sits, as before, 

at each stage, for a long time, until the room is empty. Then, she or he sits in 

the empty room. · Allan Kaprow, Company (1981-82)

Bursting forth, emerging, occurring: the interval between signification and mean-

ing. In The Coming Community, Giorgio Agamben proposes an articulation of the 

place, modes and sense of the experience of the present into a form of community 

that includes an ethics and a politics able to confront man with his duty to 

penetrate into the heart of time and history. Considered only in its advent, the 

coming community would be a confederation without present or presence, not assumed 

– by presumptions such as nation, language or even the a priori assumption of 

communication – , able to establish, or reestablish, parameters of thought in line 

with current times. Without basing itself on identity-related claims, deep-rooted 

concepts or notions of property; made up of random singularities, this utopian com-

mune would have, as its corresponding being, the random being – a being radically 

wanting of all representable identity and without the need to affirm any condition 

of belonging. This being, instead of seeking its own identity in the form of an 

individuality, would do it the way it is (the being-thus) an identity-less and 

perfectly common singularity – for only in this way could it access its most imma-

nent possibility and the experience of singularity as such. Moving with the same 

agility between metaphysical questions and themes of contemporary culture, counter-

ing the tendency to think of humanity's historical process as the fulfillment of 

a homogeneous universal accord and proposing the need to give rise to a policy 

that promotes the irrevocable exodus of the state, Agamben's book is without a 

doubt enormously relevant within the scope of political and philosophical thought; 

nevertheless, what gains gravity here is only the fact that the politics and ethics 

defined by the coming community seem to reveal a breadth that I consider (at least 

in the primary context of the presentation of this essay) even more important: 

which is that of making it possible for man, tropologically, to unconditionally 

give himself over to the experience of his linguistic essence and promote the 

metaphor of the loosening of the alienation of language through the recuperation of 

all of the potency of its subjective, creative and communicative nature. 

Impending, immediate, near: thinking, even if about the difficulty of elaborating 

an argument; speaking, even if about the impossibility of saying; acting, even 

if aware of the uselessness of the action. Escaping the alienation of language 

and recovering the potency of the subjective, creative and communicative nature 

that is typical of us would be, in the allotropic logic that guides this text, to 

consider the possibility of shaping language with a thought placed in distinction 

of imminence. Fulfilling such a committal would, for its part, be tantamount to 

treating the construction of our modes of expression as a possibility of suspen-

sion and regarding language not as a convention that guides us to accord and to 

encounter without tension, but as a hard-to-pin-down presence that is not outside, 

but rather within us – always latent – and exhorts us to move closer to our own 

selves and to abandon any pretense of plenitude or completeness in favor of sur-

render to a type of thought that leads us to invent, whenever and in accordance 

with each circumstance in which we are involved, a new mode of elaborating and 

expressing the existential mismatch we feel in relation to the reality we are 

confronted with on a daily basis. This, obviously, is a drifting of thought that 
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does not have a progressive direction – as if there were some objective to be 

attained – but which is fulfilled, simply, in fully accepting reflexive wandering 

(transforming the adrift quality of thought itself into an objective) and allowing 

everything to end and begin anew – in a circular and uninterrupted structure, in 

which we do not find a precise beginning or end, but merely an inquisitive action 

in constant movement in time and space. Unleashed from the inquietude in the face 

of established and categorical sets of ideas and by the dissatisfaction with any 

and all closing and rigidness of rationale, this thought process in distinction of 

imminence would be an operation of intelligence that ushers in and potentializes 

doubt, places language on hold and reminds us that the most relevant contribution 

of the epistemological debates of the past century has been the effort undertaken 

in the contentions that aimed to make the limits of knowledge overflow – and that, 

nevertheless, the greatest certainty that this type of argument has left us seems 

to have been precisely that of the impossibility of eliminating uncertainties. 

Urgent, indispensable, unextendable: trying to see everything, eager to see 

everything, wanting to exhaust everything, aiming to explore everything, intending 

to say everything. As a formal system that structures the means of communication 

specific to the species we represent, the language we articulate is an instrument 

of thought that seeks to allow us to properly express our deepest experiences, 

communicate the abstract psycho-sensorial articulations to which we are taken and 

enact the accords and possibilities of living together that allow us to interact 

with our fellow human beings. Even so, while it is conformed and transmitted within 

a standardized scheme that struggles to be revealed as a consistent system of 

expression, it may often be configured as a mere sketch of our ideas and feelings 

or as a less-than-optimal method of aggregating and combining sounds, gestures 

and sensations – which, even so, can also end up exerting coercive pressure on 

the very power of communication and, ultimately, further prevent living together 

and exchanges of experience. Under such an optic, the distinction of imminence, 

applied to the conformation of language, would serve not only as a way of bringing 

thought closer to a concrete state of drift – freeing us from the obligation of 

the pretense of making our abstract mental representations conform to something 

factual and objective through the articulation of series of gestures, words and 

images stored in our consciousness – it would also be a way of making the series 

of nonsystematic reflections we make about the personal and shared experiences 

we acquire potentiate modes of communication and expression that are not obscured 

by the prejudices of ideologies, dogmatic schemes and rationalizing standards. In 

addition to the accords and protocols that, whether we admit it or not, govern the 

eternal codes of the languages we decree, the possibility to be distilled here is 

that the idea of distinction of imminence could, in and of itself, contain the task 

of providing us with the diligence of sending adrift the meanings of the ambiguous 

series of spoken, written, recorded or gesticulated signs we make use of to express 

ideas and sensations; of making us aware that any method of expression will always 

be incapable of revealing the complete meaning of its discursive articulation; 

allowing us not to expect a term to effectively fulfill the interpretive purpose 

that gave origin to it; of making us know, finally, that under each word, each 

gesture, each image, each unheard sound is a latent set of mental references, a 

possibility of dispersion, a potential for action that cannot – that does not need 

to (under the threat of losing itself entirely) – be directly enunciated. 

Unsustained, incomplete, interrupted: if the emptiness of the world does not allow 

one to think, say or act, emptiness of self does not allow one to become resigned, 

immobilized or silenced. Establishing a derivational accord with language based on 

a thought placed in distinction of imminence would, then, be opening oneself to the 

circumstance of being able to keep watch over the vehemence of the wandering, the 

impetuous force that is manifested in feelings or in the possibility of expressing 

the experience of interpreting the world and ourselves. Without being shaped by any 

methodological analysis, this notion, however, presumes a pre-understanding of the 

attributes that engender discourses and guard the latent power of a possibility of 

communication and living together that takes place before any attempt at precise 

determination, before the possibility of formalization, before the announcement of 

a permanent meaning, before the inevitable exposition – and consequent distortion – 

of the meaning of an enouncement. As a set of ideas capable of leading us to change 

the directions previously determined by the faculty whose stimulation gives rise to 

the internal process of sensory reception (of perceiving, understanding, apprais-

ing) and consubstantiating these changes to the conscious and organized psychic 

activity we still take to be a fundamental component in the mental process we bring 

together, the idea of distinction of imminence could thus put us in the position of 

thinking that not only do all perception, all expression, all action, all language 

and all intellectual articulation look to be always ambiguous, but that they are 

also, indeed, indelibly interrelated. As I believe, in thoughts shaped as such, 

we would have less of an unconscious search for explaining significances or a 

referential order and more of an irreflexive disposition to entangle the genesis 

and the possibilities of interrelation of the parts, elements or units that make 

any expressive structure work – and this is why, in the outlines we intend to 

establish for such a way of conceiving things, it would also be based on this state 

of suspension that we would see the emergence of the symbolic, the poetic, the 

artistic, the latent field of the reencounter, structuring and taking-on of meaning 

of the phenomena that reside in the symbiosis of the defined and the undefined, the 

representable and the unrepresentable, the perceivable and the imperceptible. 

Ready, prepared, willing: pondering, wandering, finding, falling, losing, getting 

up, reencountering. Such bonds, obviously, are not neutral; and if we could effec-

tively treat language not only as a matrix of the systematization of communication, 

but also as an instrument we can use to make thought drift and expand the protocols 

of expression of our ideas and feelings, we would likewise have to confront not 

only the infinity of the languages we could potentially engender, but also the 

even greater variety of the manners with which we would contextually execute the 

different modes of communication that they provide us with – an occurrence that, 

if it could truly be accepted, would also lead us to concede that no matter what 



056
Distinction of Imminence

expressive resources we use to enact them (and despite the interpretive mismatches 

they could generate), if we do not experience the construction of language, or, 

better put, if we do not give in to the circumstantial or contextual signify-

ing potentiality of the psycho-physiological experience we wish to communicate 

through language, we will be forever subjugated by the very articulations of the 

formal statutes we gather (by the joints or points notches that shape, or deform, 

our discourses). And this also goes back, then, to what is represented wherever 

vertical positions and instrumental rationality are manifested, there is always 

the latency of an allotropic horizontality able to open us up to the perspective 

dimension of consideration that the drifts, crossings and transit of thought do 

not require prejudgments to move beyond the encouraging borders of what we learn 

and know – and this, in my opinion, also leads us to the importance of consent-

ing to an impending state of thought that can lead us to leave behind all of the 

protocol-related scopes of language in order to make us expose ourselves to ideas 

and sensations that may even think against themselves, object to themselves and 

dismantle themselves.

Undecided, hung, pensile: making the limit waver, suspending the mark of territo-

rial division, letting the line that blurs the horizon vibrate. Valuing interroga-

tion and dissent, not acknowledging any instance able to be invested in to sustain 

the imaginary identity that invents the act of expression, fulfilling the elabora-

tion of language as a possibility of failure, as an experience of affirmation of 

the limit of thought, one can say that the statute of distinction of imminence, 

concisely speaking, targets a drifting epistemology that accepts its own powerless-

ness, does not seek to edify or validate logical and prescriptive doctrines and 

invites the giving of full freedom of movement to the elaboration of language – and 

to all of its possible expressions and improbable conformations. As an option of 

wandering through an indecisive and unstable territory whose horizon will always be 

uncertain (when not unattainable), making ourselves available for such changes of 

direction would, in my conception, be an opportunity to provoke, in ourselves, in 

the formatting of the thought and language we sustain, a sort of creative insubor-

dination that, despite being directly brought to our awareness or expressed, tends 

to break with our communication systems' conventions and pretensions of complete-

ness. Like a subversive gesture of certainties in relation to what can or cannot 

be expressed by language, accepting the possibility of conformation with a notion 

of this type would seem, then, to mean definitively accepting the impossibility 

of revealing, in their interpretation, all of the meanings gathered in each of the 

units of each of the languages liable to be formatted; it would be tantamount to 

conceding that verbal, gestural, image-based or textual representation in clearly 

defined contents is, at times, a secondary and circumstantial aspect of thought; 

it would mean, finally, exerting all of our capacity for feeling the meaning of the 

unit of language (and the possibilities of its derivations) at the very instant of 

its use (and not in a prior conformation of the argumentation based on a logic and 

on principles disconnected from the procedural fervor of the act of enunciating).
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Vitality, influence, participation: something resides, quiet, hidden, potentially 

subversive, in the preambles of discourse. But, what would we be referring to, 

effectively speaking, in evoking such a vague, imprecise notion as the one I have 

been calling here distinction of imminence? In other words, what would be the need 

in trying to bring to the surface, in a metaphorical and so excessively slippery 

way, something that, despite not being evident, is not only incontestable but also 

seems to be an essential part of the structuring of our thought? Or, put in another 

way, why try to name something so evasive, so hard-to-pin-down, so indecisive, and 

which seems (according to the distinctions that are an integral part of this very 

text) so contrary to definitions and naming? Without the possibility (or even the 

intention) of having them replied to in a precise and unequivocal manner, I would 

highlight the fact that these questions come up in this essay not only to maintain 

the logomachy of my rhetoric and strengthen the unconditional defense I intend to 

make of free speculative thought, but also to begin to signal the type of conclu-

sion we intend for our contention and, above all, to stress and make definitively 

evident the fractures, uncertainties, limits and summarily evasive character of the 

discourse that gives form to this text. Within what is appropriate (or possible) 

to say, nevertheless, I can at least try to indicate that, without seeking to 

leave thought rooted deep in the conciliatory statutes of our everyday language, 

we are dealing, obviously, with an artistic and theoretical inclination that seeks 

to reconcile the meanings derived thereof and aims to have its validity founded 

precisely in an inclination to institute (through the image juxtaposition of a 

reinvented activity and the textual elaboration of a tropological theorem) a way of 

thinking geared toward symbolic processes, toward creative derivations – sensorial 

and intellective – that do not really need to be attached to any sort of proverbial 

logic or inferring reason (unquestioningly admitted) that offers it value and mean-

ing in some previously determined context of transmission.

Margin, tangency, identity: thinking the incompossible, saying the inconceivable, 

showing the unsayable, doing the impossible. Naturally, proposing such ponderings 

could seem an enterprise that is summarily ridiculous, meaningless and, worse, 

without any evident practicability. Even so, despite possible but improbable veri-

fications of the arguments related here, I sincerely believe that such ponderings 

should be put in question – especially because we are not in the propositional 

scope of a treaty aimed at deciphering the world or diagnosing contemporary 

thought, but rather in the open instance of the distillation of a rambling set of 

ideas whose only relevance, it is worth saying, seems to reside in the willing-

ness to follow the lines of fusion and effervescence of thought and allude to a 

topography of the unpredictable and the uncertain within the realm of language. 

Indeed, using this text (and the reinvention of artistic activity that is its com-

panion, and from which it cannot yet be separated) to continue to ruminate on the 

interrogations my own willingness to configure thought in distinction of imminence 

causes to proliferate, I can affirm that my intention here has never been to pursue 

expression on a horizontal line, but rather to make the thought that gives form to 

this text remain, as far as is possible, in an adrift state, in the oscillation 

of language, of gesture and of image (in the internal vibration of the capacity to 

experience the elaboration of action and thought in the tension of its institu-

tion). As I believe, it is not through stable forms and resolute categories that 

we will arrive at essential realities – which perhaps also makes it important to 

stress that, indeed, my purpose has never been to establish conclusions or conduct 

this wandering along univocal or linear paths; but rather simply to openly profess 

the faith I have in open and plural research that does not believe there to exist a 

route along which a traveler (even an occasional one) cannot walk, a concept that a 

thinker (even a dilettante one) cannot grasp, a form that cannot be dismantled, an 

idea that cannot be contested, rearranged and reintroduced by whoever is willing, 

even circumstantially, to confront it.

Constitution, aspect, appearance: relativizing pretense, withdrawing from action, 

being surprised by the variability of progression. There do not seem to be any 

very obvious controversies. However, beyond exegesis, I believe that it is valid 

to point out that evoking these distinctions here does not appear to be more than 

an attempt to expose myself to direct confrontation with issues related to the 

articulation of expression (and, more specifically, to the poetics elaborated 

in the various scopes of fulfillment of the artistic experience) and to show my 

discomfort in the face of the statutes of consensual manifestation and our endless 

attempt to transform language into something more than an instrument for making 

evident the impossibility of communicating incommunicability. As far as I can 

figure, however, the real controversy here (if there would have to be one) would 

appear to be, in any case, in the quality of my defense of the very notion I seek 

to establish – of the existence of a stage of thought prior to the very possibil-

ity of the advent of language, open to any and all manner of contamination, where 

nothing would be stable, and everything, absolutely everything, would be in con-

stant movement of reconfiguration – a notion that, precisely, is only established 

here with the purpose of helping me understand my persistent conviction that, in 

reality, we are not, never have been and never will be able to be the holders of 

language, but rather individuals imprisoned by the structures of what can be said 

and by the restrictions that language imposes upon the articulations of thought, 

perception and expression. In this sense, despite being aware that there may not 

be any possible way out of the cul-de-sac into which I am guiding this imagetic 

and textual speculation – given that, in a considerable part of the format I chose 

for its instauration, it is, indeed, also moved by the structural restrictions 

of the language that configures it and from which it could not, in any case, free 

itself – the only thing I can make out and point out as a possibility of producing 

some sort of oscillation or fissure in the deep-rooted statutes of the expression 

we accommodate would be to maintain our constellated thought (in the very preface 

of language) by a heteroclitic overlapping of artistic, conceptual, linguistic and 

procedural contradictions and paradoxes that, in their genesis, keep something of 

that which, even if impossible to determine, gives birth to expression and language 

within the scope of creative experience. 
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Vehement, pressing, almost happening: when we think, we do not really know what we 

are reflecting about; when we say, we do not know exactly what we are expressing; 

when we act, we do not effectively know what we are doing. By this point, I imagine 

that my ponderings could be leading us to a blind spot – not only because of the 

wandering (and apparently disorderly) way they are being related here, but above 

all because of the attempt (which has from the very beginning been doomed to fail-

ure) to deal tangentially with the limits of language through the juxtaposition of 

ideas that take on, precisely, a textual configuration. I could try to justify this 

enterprise by saying that the notion of language I am dealing with here should not 

be understood only within the scope of accords, separations or categorizations – 

but, mainly, as the adjacency that simultaneously unites and separates the margins 

of enunciation – I could also try to point out that the distinction of imminence 

that I am trying to describe should also not be confused with language and that our 

ideas would reside, as has been said, more in the prelude of language – it would 

be nothing more than a sensation in a state of tension, the vague space of language 

that takes the senses, drags along perception and impels one to the elaboration of 

some irresolute form of expression. Once again, there does not seem to be anything 

that should be obviously hindered. Nevertheless, without trying to discharge 

some sort of self-imputed blame for the digressive manner with which I have been 

conducting this text, I must insist that, in reality, I have always been aware that 

I would end up concentrating my attention on often unintelligible and unpredict-

able limit-issues that would exceed the limits of my layman's philosophy and, 

nevertheless, slide into the swampy terrain of logomachy – in other words, without 

a possible motive to invoke as subterfuge, I must admit that, indeed, what I intend 

to make here really is a foolish theorem, which is to situate the notion of dis-

tinction of imminence outside of the field of the force of language and within the 

terrain of ignorance about the creative experience (in an unstable region in which, 

as far as I can tell, thought, as yet shapeless – or with its shape in constant 

elaboration – cannot be accessed by the road of conceptualizations). 

Astray, stopped, put off: being suspended from someone's mouth, lips or words 

and, concomitantly, listening avidly and attentively to what this person says. 

Without guiding maps, thought in distinction of imminence would have the virtue of 

associating no more than fragments of ideas, codes and concepts and reelaborating 

them so as to lead us along new paths, providing us with new encounters, exposing 

us to the continuous transformations of a nonlinear reflexive wandering far from 

any bureaucratic or disciplinary jurisdiction. Taking this into account – while 

taking into consideration my belief that there could effectively exist an episte-

mological interest in the configuration of some abstract concept that, far from 

being an abdication of intellect, could establish operatory typologies that would 

bring into play metaphors and analogies capable of becoming vectors of knowledge 

to establishing ways of underscoring the phenomena and manifestations of the 

drifts of thought – it is important to highlight the fact that, less than naming a 

hypothetical concept, the notion of distinction of imminence has the function of 

simply indicating the possibility of the beginning of a practice of existential 

reflection of a strictly speculative, abstract character geared toward consenting 

to that which will always be subjective and impalpable within the realm of thought. 

As such, even if it becomes all too evident that our set of ideas is flawed – sum-

marily pathetic in its effort to bring the incommunicable to the surface through 

maxim-filled lucubration – and, worse yet, that it has also proven incapable of 

accounting for the lack of symmetry or congruency of the attempt to approximate 

something intangible that nevertheless steals away from thought and language at 

the very instant in which it is pondered, it is important to take into account the 

fact that this text has never attempted to be the conceptualization of a consistent 

theorem and that if the inquiries we have been relating aim to have any value, it 

is certainly nothing more than an evocative value – the value of the convulsion of 

a thought that is born, forcibly, at the detour of the categorical formulations 

of established theoretical statutes and programs that, as a result of this, could 

prove able to usher in a reflexive space of disturbing resonances that encourage 

language to transit and thought to drift.

Foreboding, vainness, tendency: forcibly, abusively, solidly, the imponderable 

penetrates (as an inexorable fatality) where rationality is no longer able to 

keep a foothold. One question derives from another and, even under superficial 

examination, it can be seen that the overlapping of the rhetorical deviations that 

make up the rough draft of the set of ideas we aim to enact here seeks to take on 

a concomitantly open and flexible profile to enable our experiences of the world 

and of language to become transformed and, with them, the ways we have of knowing, 

interacting with and exploring the territories of knowledge. In the molds we are 

proposing, then, distinction of imminence may be understood as an illustrative 

expression of the manifestation of a practical-reflexive position that yearns 

to overcome theoretical mediations in order to achieve directly the essence of 

artistic and poetic manifestations – which could, then, lead us to think that, in 

summary, such a set of ideas would simply manage to establish itself as a concep-

tual injunction craving to be united directly with the concrete aspect of phenomena 

in order to assure participation in the impulse, in the vital moment, sudden and 

spontaneous, that, despite its placement in a more objective order of things, ends 

up configuring our thought. Aiming to be nothing more than an evidential image of 

the utopian possibility of ventilating inclinations deriving from a structuring 

of language and expression that maintains thought, as much as possible, within a 

system of unstable references subordinated to a preliminary state of elaboration, 

what our hypothetical rough sketch proposes, finally, is a way (or, even better, a 

possibility) of relativizing both the notion of experience and that of theory – and 

of introducing into our common-knowledge notions of perception and expression 

cognitive gestures able to oppose deep-rooted concepts of consistent and consensual 

reason with vacillating intuitions of sensitive experience (if not as a valid model 

of speculation, perhaps merely as an indication of a way of relating to the multi-

plicity of landscapes of knowledge and language on their less trodden paths). 
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A very brief moment, wait, occasion: out of control, convulsively, one voice 

convokes another – in the expectation that the other will reveal itself and place 

it in suspension. Without trying to mask inconsequence or avoid the theoretical 

gaps or rearrangements this text must, inevitably, generate in order to touch upon 

the points I hope to underscore, it may be important to highlight the fact that I 

am aware that, in its general contours, such ponderings could be taking the form 

of a dangerous generalization (or distortion) of questions related to language, 

representation and form. In this sense, in order to skirt possible misunderstand-

ings, perhaps this is the moment to warn that in order to understand correctly the 

subversive vitality I see on top of the rhetorical layers that make up the statute 

of the distinction of imminence, it would be necessary for us to put it into 

practice. But what exactly would putting such a conjecture into practice mean? It 

would mean, concisely speaking, trying to find a particular way of surrendering to 

the fluidity of our most intimate ebullitions and agitations in order to engender 

naturally thought-wandering operations able to engage in a direct relationship 

with our sensory organs and amplify the texture of our immediate processes of 

knowledge – thus ushering in the possibility of surrendering ourselves to psycho-

sensorial wanderings able to establish distinct parameters not only for language, 

but also for the establishment of individual identity and for the definition of our 

positioning in the social context. This predisposition, as we have been postulat-

ing, would obviously not need to be subordinated or directly tied to any specific 

speculative terrain in order to be instituted as an alternative to the thoughts and 

languages that constitute our most deep-rooted systems of communication and expres-

sion; however, as far as I can tell, it would be more easily consolidated if it 

were able to be conducted based on an oscillation of knowledge generated out of our 

surrender to the experience of creation – which, in a wider sense, in addition to 

being established as a form of integration of a huge variety of symbols, images or 

objects instituted as a sign, also appears to be a general attribute of ours when 

it comes to reacting in an active way to the reality that surrounds us (establish-

ing analogies with configurations of language – be they visual, audio, material-

based or textual – that interact intimately with us in formats of connection able 

to expand our systematic means of communicating ideas and sensations).

Hesitant, irresolute, perplexed: an act of enunciation, without domain, uprooted, 

unattached, in a state of disequilibrium, extends beyond the formal need for its 

manifestation. Indeed, as I believe, revealing a system of thought in permanent 

construction, the creative process (understood here mainly as a disposition 

directed toward the execution of a form of interlocution geared directly at the 

senses) is configured as a privileged stage for the continuous interconnection of 

elements that, as a result of their own synergy, are able to help us flow into a 

nonspecific structure of thought capable of leading us to look at reality not only 

for its consistency, but also for its nonfactual layers. In this sense – and taking 

as an example the reinvention of activity elaborated by Allan Kaprow, which, as we 

have already highlighted, permeates both the circumstance of elaboration and the 

context of presentation of this essay – one could say that detouring programmatic 
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thought into the shifting terrain of creation and expression (into the conceptual 

open field of pure invention and formal and procedural experimentation), however, 

would also seem to be an opportunity to establish an opening for the convex 

protrusion in which, according to the symbols instilled here, we could attempt to 

deposit our thought in order to maintain it in distinction of imminence. Suspended 

between sensation and its innumerous possibilities of expression, this unstable 

and irresolute area – which, I believe, would not merely be the source of artistic 

experience, but also the cradle of philosophical constructions, the oscillating bed 

where we embalm curiosity in science, the original cradle that makes us question 

the deep-rooted social systems and historical statutes upon which we rest – forms 

a hollow, undelimitable zone of influence in which, paradoxically, we could see our 

discursive possibilities succumb while witnessing the birth of new syntaxes, new 

formalizations and new descriptions to be generated from ideas that are born out 

of other ideas, from thoughts that proceed from other thoughts, from forms that 

derive from other forms – ideas, thoughts and forms that, even so, in establishing 

themselves, should also detach themselves from the roots to which, at their origin, 

they belong, in order to lay claim to autonomy of articulation and sustain their 

conviction as a power of language and expression (without giving in to calls to 

retreat to explanations and referencing that, ultimately, do nothing more than 

maintain the accords and notions of propriety intact).

Unsustained, incomplete, interrupted: made evident by perception, exposed by 

imagination, expressed by enunciation, the transparency of thought proves clouded 

the very instant it comes to exist. Given, however, that these are experiments 

whose immediate or later results would inevitably be uncertain, I believe that such 

distinctions (if accepted), no matter what form they happen to take on, should be 

configured, mainly, as an attempt at the exterior manifestation of a subjective 

reality that tends to exaggerate or prolong experiences in which paraconsistent, 

allotropic and deviating logics are employed to make us open up parafactual frac-

tions in the reality that brings us together – and it is precisely this that, 

within the rhetorical context of this text, makes us able to affirm our conviction 

that creation as well, or, more precisely, the experimentation of languages that 

the terrain of creation provides us with, carried out in conscious distinction of 

imminence, would seem to form and potentialize the extension of the possibilities 

we have to relate with each fact or situation in which we happen to find ourselves 

involved. In my opinion, as a contradictory theorem that often conflicts with the 

ideas derived from the notions of objectivity and rationality, creative practice, 

or, generally speaking, thought configured as such, should not be sketched merely 

as an inference of an ability or disposition geared to the execution of a practi-

cal or theoretical end carried out in a conscious, controlled and rational manner 

(or with a series of means and procedures through which it would be possible to 

obtain practical finalities or produce interchangeable objects), but rather as 

an irreflexive psycho-sensorial disposition for existential investigation whose 

impulse for life would seem to be so intense that no categorical formalization, 

even the most elaborate, would appear to be able to keep its meaning – a fact that, 

likewise, shows its relevance, for, I believe, more than a collection of norms and 

knowledge indispensable to the correct carrying out of a given activity, more than 

a series of principles and techniques characteristic of a trade or profession, more 

than the exercising of a special capacity, aptitude or gift, the disposition for 

the experience of creation is potential inclination for a form of existential drift 

that allows us to dissuade ourselves from definitive judgments about ourselves and 

about everything with which we deal directly or indirectly in the existence we 

consecrate.

At every instant, continuously, frequently: as long as it remains interrogation, 

a discourse will never be able to respond directly to another. In order to try now 

to avoid the possibility of contestation, it is imperative for us to state that 

all of these ideas are tied to one another here only as a possibility of making 

us engage the introduction of the idea of distinction of imminence within the 

logic of creative production – not as an excuse for the immediate context of the 

presentation of this essay, but as a circumstance actually aimed at inducing us to 

reflection, even if only tangential, on the force language exerts in the notion of 

creativity applied to the terrain of experience (or, on the contrary, on the impact 

experience has on the notion of creativity applied to the field of language). 

Obviously such an approximation, like the other incisions that alternate with one 

another in this text, is also not intended to possess a distinctive aspect that 

is anything more than that of an illustrative precept – given that, in the face of 

existence (which, in any case, because of its multiform aspects, could never be 

wholly assimilated), even the aesthetic stance may only be characterized by way 

of the perceptive-expressive irregularity of a contemplative gesture that retains 

only that part of reality that is immediately convenient to subjectivity. There 

does not seem to be anything with which to contend, but even so I think that this 

indication may be justified by being the creation of a state of elaboration and 

experimentation of language able to comprise, simultaneously, the configurations of 

consistency and inconsistency (and which, as I believe, has the virtue of relativ-

izing both the notion of experience and that of theory, and introducing into our 

quests and cognitive reflex gestures allotropic methods of thought that lead to the 

path of a rationality that is open to both techno-scientific elaborations and the 

disparities of abstraction and poetry). This time, inasmuch as I also intend to 

discuss creation as an opportunity (or tool) for placing thought in distinction of 

imminence – and trying to understand how such a motivation can be housed in us as a 

dynamic psycho-physiological process of perception and expression – it is impera-

tive for it to be made effectively evident that such an approximation also seeks 

merely to evoke the possibility of ushering in the subversive power of creation as 

a sense of subjective adaptation to new situations, exchanges of information and 

the establishment of multiple languages (which, nevertheless, act distinctly in 

the function of acquiring sound, image-based, verbal and conceptual syntaxes and 

establishing new and incompatible networks of connections among one another).
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Outcome, chimera, foundation: manifest and personified, the imponderability of 

speculative thinking suddenly dismantles the palpability of the normative gesture. 

As the idea of distinction of imminence is the disposition to move into psycho-

sensorial terrain that we only know and decide upon in part (but which, if trodden, 

certainly has new and surprising encounters, deviations and meetings in store for 

us), we should be reconciled – no matter how little we take this seriously – to 

the fact that we are dealing with an intellectual ambition that is anything but 

negligible. In this way, there being the possibility of accord with regards to 

such hypotheses – while, in any case, because of the existential awareness that 

congregates us, we cannot remain enclosed in ourselves and the search we undertake 

to find new forms of expression that empty us of content and assist us in dealing 

with our eternal relational dissent is inevitable – one could effectively think 

that apprehending situations, contexts and objects in distinction of imminence 

is also being aware of and open to perceptions of symbolic formulations psycho-

physiologically engendered by the logic of expression. Once again, there does not 

immediately seem to be any impediment. Even so, it is certainly not only through 

experiments of creation (formal or procedural) that we will arrive at the possibil-

ity of effectively placing reasoning in suspension. As in any category that serves 

as a contextual background for the elaboration of thought and language, the cre-

ative experience (perceptive, expressive, meta-cognitive) also runs the latent risk 

of deviation into the vacuous terrain of specialization and the danger of allowing 

oneself to be easily seduced by the pretense of – through form – dominating and 

controlling the dispersion of contents that do not need contention (encompass-

ing and removing the potential from energies that are overflowing and liable to 

explode). In this sense, and inasmuch as all that which we observe in a configured 

creative-expressive proposition (in texts, images, gestures, sounds, etc.) repre-

sents, in any case, a series of events to be perceived by way of sensitive articu-

lations generated in the preface of its final formalization – one may consider, 

finally, that in mentioning the scope of creation as a possibility of applying 

the notion of distinction of imminence, we are, ultimately, merely formulating an 

invitation to take the creative (artistic, poetic, speculative, performative, etc.) 

experience as a stage for the experimentation of languages that, in the infinite 

possibilities of their configurations, seems to be what could most effectively 

acknowledge the value of our set of ideas as a perceptive-expressive device and 

most efficiently approve and affirm it as a procedure able to initiate synchrony of 

interaction among our interconnected psycho-physiological aspects.



069

068

André Severo

Distinction of Imminence

Suspended, not concluded, yet to be closed: in all of its extension, inadvertently, 

the body, in convulsion, irrevocably multiplies its repertoire of expression. As 

it appears, in the same way that our combined psycho-physiological attributes are 

what give us the perspective we have to relate to ourselves, to others and to the 

world, the language we format (be it textual, verbal, gestural or image-based) 

also suggests its signification not so much through the indication of the objec-

tive or abstract contents that make up the coherent whole of the fundamental ideas 

we intend to transmit, but rather through the inevitability of our presence as 

subjects that articulate or proffer a given discourse. In other words, the simple 

physical presence of the rational individual (who remains aware of the founding 

principle of knowledge) is already configured as a potency of communication – and 

any allocution, discourse, poetics or attempt at expression can do nothing more 

than make this physicality (or the absence thereof) even more significant. Once 

again, there seems to be no evident hindrance; and if we can also agree with such 

inferences, we could bring ourselves to think that, if it is set into motion by a 

thought formed in distinction of imminence, any form of language we use to articu-

late instantaneous mental meditation or momentary physical sensations would be 

configured as types of exposition of internal phenomena that we experience (which, 

in a diligence aimed at re-conducting concepts toward interpersonal exchange, would 

seek to encompass and constitute the full sense of our subjective experience); and, 

as a result, anything resulting thereof (text, discourse, image, gesture, project, 

work) would thus be substantiated as the communicative expression of an individual 

experience of originating understanding of thought (or, at least, as an autonomous 

entity to reveal a presence effectively capable of reflecting the psycho-physiolog-

ical states involved in the experience of language).

Predisposition, determination, manifestation of will; in a state of availability 

(disconnected from the commitment to words, gestures or images), thought finds new 

configurations to express its potentialities. As we have tried to establish as a 

precept, being in distinction of imminence would simply mean momentarily inhabiting 

a point outside of ourselves from which we may observe ourselves and the world with 

a differentiated attention molded on poetic uses. It is neither a philosophy (if we 

understand philosophy to mean a system of principles related to a certain ordering 

of facts and ideas related to existence), nor a theory (if we understand theory to 

mean knowledge limited to exposition, without the need to move on to action); we 

are speaking, at most, about the outline of a drifting practical-theoretical set 

of ideas that distorts notions and concepts of consistent reflections and which 

can nevertheless prove favorable to making us consider the plurality of human 

situations and phenomena in the very experiencing of things and without clinging 

to elementary and fundamental notions that serve as the basis for the structuring 

of language and knowledge and that we inadvertently allow to take root during the 

existence we fulfill. As a state of suspension open to doubt without a reply and 

to what is merely imaginary, evanescent and intangible, to irreflexive questioning 

without any possible (or even necessary) conclusion, our theorem, contrary to what 

may seem, does not configure an irrational demand, but rather the willingness of 

psycho-physiological openness to an unknown region – which is obviously neither 

the immediate fountainhead of experience nor a direct source of knowledge, but 

something capable of suddenly questioning us and drawing us into a moveable horizon 

of thought (whose oscillations, in any case, we would never, even if we wanted, be 

in a position to measure).

Invisible, off-rhythm, destabilized: freeing oneself from one's own grasp, taking 

time off from the world, becoming available for imponderability – making use of 

the autonomy of expression and form to emancipate oneself from content. According 

to the dispositions of the contentions exposed here, we could conclude that if we 

want to recover the power of our perceptive, expressive and communicative nature, 

we will have to surrender, unconditionally, to the experience of our linguistic 

essence – it will be imperious for us to rid ourselves of the alienation of lan-

guage and definitively abandon an intellective articulation guided by accord, by 

the domestication of expression and thought that believes that everything may be 

mastered, digested and communicated. Really – while, in any case, we are starting 

with an intentional drift explicitly shaped by the dispersion of its cardinal ele-

ments – there does not seem to be anything to counterpoint; still, although there 

must be many other ways (which may not be so incongruent, accidental, vacillating 

and residual) to arrive at the particular elaboration of a stage of thought that is 

uprooted from the surface of rationalization and open to all kinds of contamina-

tions and reconfigurations, I maintain that placing thought in distinction of 

imminence (keeping it in a state of referential drift to make language move adrift 

through ideas, facts, perceptions and sensations) would be tantamount to opening 

up to the possibility of giving rise, in us, to a manifest methodical position of 

acceptance (and valorization) of the transversalization of the codes that originate 

language and build (or dismantle) thought, perception, expression and the pos-

sibility of communication. And this is also highlighted, for, as I could suppose, 

this drifting (through ideas, facts, perceptions, sensations and experiences), if 

undertaken, could make us recover, even if only imaginarily, even if temporar-

ily, the force of the subjective nature we conjugate – but, for this, it is also 

important to stress, it would indeed be imperative for us to bid farewell, without 

hesitation, to everything that appears immediately familiar to us, to everything 

that we assume we deeply know, to everything that mirrors us to the world and, con-

sequently, gives retroactive sustenance to the notion of identity we inadvertently 

consolidate throughout our entire lives. 

Differentiation, particularization, adaptation: demanding to become expression, 

a sensation of disquiet is insinuated in thought, growing and dilating like 

perception. At the end, no doubt seems to remain that the path we propose is 

precisely that of the deviation that leads to uncertainty and obviously does not 

guarantee the conquering of stable or safe places. Even so, the hypothesis that I 

have tried to raise here is precisely that it is no longer possible to hide the 

urgency of our abandoning formalized conventionalisms and debuting (at least in 

some instances of our consigned experience) a thought adrift, a divergent language 
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capable of salvaging the expression of the restrictions of our most deeply-rooted 

traditional linguistic conventions – but this, according to what we have been able 

to determine, will also only be achieved if we know how to question the bases of 

our own thoughts, if we concede that there exist no laws in a position to elimi-

nate the asymmetries of any system of expression, if we accept the fact that no 

language has been or will be able to harmonize the improbable conjectures of the 

phenomena of the universe it seeks to describe (if we are able, finally, to accede 

that it is not possible to penetrate the mysteries of our inclusion in reality 

simply by applying systems of logically pre-ordered enunciations that exclude all 

uncertainty, all disorder, all dissymmetry). Such a path, as we have also already 

inferred, if truly able to be seen as a challenge of inquisition, will possibly 

be more torturous and sinuous than any other we may come to take; but, as per my 

belief, a distinct horizon may always reveal itself when we abandon the intention 

of making the possible configurations of our thought mask the abyssal distance 

between ourselves and the reality in which we belong. In addition to redress, our 

hypothesis is still that, outside of the surroundings of language that we proffer 

and the accords to which we consent, there may be a stage for the configuration (or 

reconfiguration) of other modes of representation – a vast and unexplored world for 

the establishment of other perceptions, other forms of expression, other ways of 

exchanging knowledge: an uprooted source, without rules, state precepts or territo-

rial legislation, where any individual would, then, be apt to establish new forms 

of language and usher in distinct parameters of thought.

Immediate, close, in the midst of happening: making oneself available to go adrift, 

remaining foreign, becoming adventitious in order to ponder the disproportion 

between the infinitude of existence and the finitude of what exists. Not wishing to 

perpetrate new rhetorical false leads into a digression without any possible sat-

isfactory conclusion, it still remains to be said – so that this text may come to a 

close and remain minimally consequential to the speculative principle that induced 

its elaboration – that the notion of distinction of imminence perpetrated here, 

even if remaining intentionally irresolute, had its emphasis placed, mainly, on the 

experience of language, on the creative experience and on the search for alterna-

tives for the subjective elements to be recognized as an integral part of individ-

ual and collective human histories (and as a crucial stage in obtaining knowledge, 

perception and expression). And this happened, because, as has also been mentioned, 

it is urgent for our relationship with intellection to be able to break free from 

deep-rooted rational trajectories and pre-established visions – liberating us from 

our obsession with clarity, with the commitment to linearity, with the need to be 

complicit with the notion of evolution. In this sense, whether or not we accede to 

the wanderings put forth here, our final conjecture is that the time is nigh for 

us to establish modes of perception and expression that are open, multiple, inter-

relatable, that accept wanderings, value incongruence, opt for deviations and make 

us look straight at ourselves and at the world from an organic conception free of 

the intermediation of the methodologies, accords, systems, categorizations, media-

tions and classifications that – despite providing us with identity, recognition 

and a certain comfort in the face of the imponderables of existence – likewise end 

up distancing us from the experience – so vital, so indispensable – of existential 

disorder.

Enthusiasm, tendency, inclination: in a state of permanent hesitation, thought 

wanders freely through uncertainty and through objection in order to establish 

correspondence with that which it could have been before becoming an enunciation. 

Finally, seeking to situate itself in an instant prior to the possibility of 

conformation of language, without aiming to be an attempt to abandon rationality 

or conformity with the innumerous possibilities of communication contained in 

already established languages, what our rambling set of ideas (or, better put, our 

unfinished and tenuous theoretical sketch) is attempting is merely to be an indica-

tion to make ourselves available, in an irreflexive manner, for the possibility of 

creating our own manners of internally oscillating thought and placing the stages 

of perception and expression in suspension to defend our creative spirituality, the 

generator of language, poetry and thought. Having said this, in order to draw this 

disquisition to a close and leave the invitation open for the notion of distinction 

of imminence to be put into practice as a psycho-sensorial experience of voluntary 

suspension of certain parts of our faculties of perception and expression, the only 

thing that still seems important to mention is that if we are truly interested 

in this quest – if it is, effectively, relevant for us to surrender ourselves to 

this drifting – more than going out in search of culture, knowledge, expertise, 

reasonability or instruction, perhaps we should move in the opposite direction and 

try to rediscover an ontological regard in order to become, even if in a tropologi-

cal sense, illiterate (in the sense that José Bergamín gives to the term in The 

Illiteracy Decline) – and usher in the possibility of seeking, in ourselves, some 

point at which this reasoning is still pure, at which our language, like that of 

children, is still immaculate, spiritual and purely imaginary. Ultimately, it is 

simply this that the idea of the distinction of imminence means: experiencing the 

emotion as if for the first time in order to become aware that the vast majority 

of the phenomena that assail us daily exist regardless of our capacity to perceive 

them (and that both thought and language or the senses only provide us with mean-

ings able to be interpreted in accordance with the contexts and conditions of their 

instauration).
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Of all poetic structures based upon the word, the constellation is the simplest. It 

disposes its groups of words as if they were clusters of stars. […] The constellation 

is a system; it is also a playground with definite boundaries. The poet sets it all 

up. He designs the playground as a field-of-force & suggests its possible workings. 

The reader, the new reader, accepts it in the spirit of play, then plays with it. […] 

With each constellation something new comes into the world. Each constellation is 

a reality in itself & not a poem about some other thing. […] The constellation is a 

challenge, It is also an invitation’.¹ • Eugen Gomringer

Bienal as Constellation

Tobi Maier

The notion of constellation as proposed by the pioneer of concrete poet-

ry Eugen Gomringer reverberates throughout The Imminence of Poetics, the 

30th Bienal de São Paulo. All the elements of the Bienal, the artworks, 

the performances, the seminars and the workshops, connect in a play-

ful montage. Paraphrasing Gomringer, they flow, they grow, they show and 

they blow. Like a concrete poem, they display a nonlinear form spreading 

through time and space. From its historical location in Ibirapuera Park, 

the Bienal spills over into the city. It takes place in specific locations 

but also travels on radio waves and through cyberspace. 

 The conceptual approach that the notion of constellation offers 

evokes the working procedure of Walter Benjamin in Passagen Werk and of 

Aby Warburg in Mnemosyne Atlas. Benjamin kept assembling photographs, 

notes and citations for an unfinished book project that was to embody his 

inventive method of literary montage. At the end of his career, Warburg 

arranged images on an infinite structure of large screens in an attempt to 

close his lifelong research on art history, which addressed the represen-

tation of life in movement. 

 Both Benjamin and Warburg experimented with novel ways of ordering 

and exhibiting their research. Their aim was to activate recipients' in-

terest, inducing reconsideration of established constructs and familiar 

facts. Recipients were to navigate by themselves through presented mate-

rial and decide on its arrangements. Similarly, the Bienal offers viewers 

the possibility to form their own constellations among the Bienal's works 

at its diverse locations and events. The Imminence of Poetics invites 

viewers to contribute to the public discourse by summoning up their poetic 

voice, thus intensifying the fractures and the contradictions of the pres-

ent that the Bienal explores.

 American literary critic Michael Warner observes that the po-

etic function of public discourse is often misrecognized. In his book 

Publics and Counterpublics, he analyzes the social space that we estab-

lish to frame our behavior and notes that “in the dominant tradition of 

the public sphere, address to a public is ideologized as rational-criti-

cal dialogue.”² By stating that the discussion about public discourse re-

lies on statistics and persuasion, Warner laments this dismissed poet-

ics of verbal and corporeal expression. For Warner, “a public is poetic 

world-making,” a condition of being in flux through the constant exchange 

in different spaces and manners of encounters. His vision challenges the 

well-formed discursive scheme seen as a plot with a beginning, middle and 

end. Warner's ideas resonate with Gomringer's concept of constellation and 

field-of-force, which allows the viewer to create analogies and meaning 

according to individual values.

 Like Warner, Brazilian theater director, writer and politician 

Augusto Boal has explored the different ways an audience is constructed. 

He has done so mainly through collaborative practice by developing a se-

ries of exercises studying social situations in theater. After graduat-

ing from the School of Dramatic Arts at New York's Columbia University in 

1956, he based himself in São Paulo's Teatro Arena, a tiny ninety-seat 

circular auditorium where the audience sat surrounding the stage. The par-

liamentary architecture of the space formed the ideal context for the 

challenges he wanted to undertake together with his actors and spectators.

In his book Theater of the Oppressed,³ Boal shares his experiences and re-

flections. Departing from a debate on poetics that informs the politi-

cal context of drama and theater, he challenges the Aristotelian legacy of 

regulating the possibility of lending form to a discursive structure by 

1 In The Book of Hours and 
Constellations, transl. by Jerome 
Rothemberg, New York: Something 
Else Press Inc., 1968.

 Eugen Gomringer: “Flow grow show 
blow”, vom rand nach innen. die 
konstellationen 1951-1995. Vienna: 
Edition Splitter.

2 Michael Warner, Publics and 
Counterpublics, New York: Zone 
Books, 2002, p.114.

3 Theatre Communications Group, New 
York: 1985 (originally published in 
Spanish as Teatro del Oprimido in 
1974).
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introducing the idea of ‘genre.’ Boal accuses Aristotle's poetic-politi-

cal system of intimidating the spectator. Instead he argues for a mallea-

ble and non-scripted poetics. He proposes a more inclusive participato-

ry model, in which the audience is in dialogue with the performer, and in 

which a spectator can become a spect-actor, a participating viewer. Boal 

has developed these ideas into a dramaturgy that permitted the testing of 

the collectively authored changes. Thus he advanced Brechtian poetics as 

the “enlightened vanguard: the world is revealed as subject to change.” 

Today elements of Boal's proposals can be found outside of theater dis-

course; examples of open software or platforms for free education and non-

traditional learning groups supporting autodidactic activities reflect the 

spirit of his investigations.

 Boal's and Warner's considerations prompt questions as to how to or-

ganize public discourse and how to engage in it. The first step is to ask: 

Who speaks on which basis and why? The second is to analyze how different 

positions manifest themselves. Only by searching for answers may the idea 

of instructed acting, as propagated by the school of Aristotle, be refor-

mulated into an idea of inquiry-based acting; only then does the exchange 

between different actors become non-scripted and nonlinear. The public is 

not to be addressed, but to be transformed into a community of contribu-

tors. 

 To continue considerations on the transformation from passive spec-

tatorship to an engaged position, the notion of the ‘voice’ and the ‘pub-

lic square’ proves helpful. Recently, due to the Arab Spring and the 

Occupy Wall Street Movement, both notions have gained momentum in public 

debate, leading to a renewed collective awareness of the fact that popula-

tions around the world have long manifested protest, embracing the notion 

of the ‘voice’ and the ‘public square’ to the ignorance of most mainstream 

media. The ‘voice’ of groups pressing for change has been articulated in 

direct interaction by means of chants, marches, banners and hand-signals. 

At the same time, ‘voice’ has been manifested in the virtual sphere of the 

Internet. This direct and virtual interaction produced a new mode of par-

allel living – being within a physical community and within a virtual one. 

Yet, however valuable the virtual dimension can be, the physical one re-

mains of elementary significance. Rather than raising one's voice in pri-

vate or in virtual worlds, it must be manifested in public. As Juliane 

Rebentisch, a German philosopher, observes: a “significant mass of demon-

strators comes together to turn the need for public visibility from a pri-

vate concern of individuals violently, hysterically, or otherwise desper-

ately looking for public attention, into a matter of public relevance.”⁴

The contemporary ‘public square,’ like ‘voice,’ overlaps a geographical 

location and a virtual one. As in Boal's theater, in which all partici-

pate freely, ignoring the distinction between protagonists and choruses, 

and between the actors and the viewers, a public square challenges divi-

sions within the masses. It offers space to create links among all present 

in order to engage in an enunciative practice. 

 A square in a village and in a city forms the basis for networks of 

interaction. On a square, different groups, otherwise separated by their 

identity distinctions, encounter each other. On a square they can see each 

other, hear each other and smell each other; they can activate all their 

senses for exchange. A square is a central space for forming congrega-

tions. It heralds participation and self-determination. In antiquity it 

functioned as the major site for all forms of civil life. Its historical 

predecessors originate in meetings held at “naturally occurring sites with 

features such as megaliths, great trees, large water meadows or fields, 

clearings or springs.”⁵ The function of the square can disguise itself 

in different forms as a substructure for encounters among individuals. 

Presently under pressure to give up publicly used space to the branded 

or to the corporate world, supporting the idea of the square, “supporting 

things that are public, promotes the survival and extension of democrat-

ic culture,” as expressed by Rosalyn Deutsche.⁶ The ideas of public square 

and voice are determining constituents and references in the constellate 

metaphors that The Imminence of Poetics aims to bring forth.

 Confronted with the scale of São Paulo and the question of how to 

deal with the reality of a city that is not landscaped as a tamed attrac-

tion, the idea of constellation unfolds in an extreme geographical di-

mension. São Paulo was founded in 1554 by Jesuits on a mission to con-

vert natives to Catholicism, as part of a Portuguese colonial strategy for 

territorial occupation. Until the 17th century, the village's economy re-

mained restricted to agricultural and cattle-breeding practices, when the 

large-scale expeditions called “bandeiras” started to be established. They 

aimed at exploring inland in search of gold and other precious stones, as 

well as Indian slave labor. These expeditions, strongly stimulated by the 

eventual discovery of gold in the state of Minas Gerais, turned São Paulo 

into a vital base for the expansion of the colony's frontiers. The city 

flourished during the 18th century, favored by extensive sugarcane pro-

duction, and the first textile and foundry industries settled. From the 

mid-19th century the newfound wealth attracted immigrants from Europe and 

Asia, and from within Brazil itself. After decades of growth and industri-

alization it is now the largest city in the Southern Hemisphere.⁷

 Spread throughout the city, The Imminence of Poetics acknowledges 

the historical matter in analogy with the present situation, and the co-

lonial legacy in analogy with postmodern and postcolonial cultures. Thus 

it fosters the survival of bygone voices and the rise of contemporane-

ous articulations. The spaces for articulation and communication are di-

verse: the exhibition galleries, the education programs, the lecture pro-

grams, the performance events, the film screenings and the radio programs. 

These spaces, as points in possible constellations, shine in the city 

for moments of poetic encounters. The main points encompass the central 

building, Ciccillo Matarazzo Pavilion, the three house-museums Casa do 

Bandeirante, Capela do Morumbi and Casa Modernista, the São Paulo Museum 

of Art (MASP), the Kunsthalle exhibition spaces Instituto Tomie Ohtake and 

Fundação Armando Alvares Penteado (FAAP), as well as the train station 

Estação da Luz. Other spaces in the streets, in the clubs and in the parks 

host ephemeral interventions and expand the constellations' prospects. 

The implementation of a radio station at the Bienal is an attempt to pen-

etrate the vast landscape of the city through electromagnetic waves and 

through cyberspace. From a station at the Bienal Pavilion, Mobile Radio 

edits and broadcasts programs connecting with AM, FM and web-based trans-

missions around the world. The station channels voices from the city to 

distant places in a networked broadcast and in exchange receives transmis-

sions in multiple languages. Thus the radio expands the horizon of the ex-

hibition with ephemeral poetics of transitory sonic encounters; the many 

voices of tonal variety reach people in their homes, in their cars, and at 

their workplaces: “The voice mediates between the Dead and Alive, between 

phoneme and meaning, body and language, gesture and scream. The voice also 

works as an in-between phenomenon, as medium of change, transmission and 

translation, repetition, return and emulation.”⁸ The radio at the Bienal 

4 Juliane Rebentisch, “Appearance. 
Fragments of Political 
Phenomenology”, in Demonstrations. 
Making Normative Orders, Nuremberg: 
Verlag für Moderne Kunst, 2012, p. 
378.

5 Barbara Dölemeyer, Making Things 
Public (Bruno Latour, Peter Weibel 
ed.), Cambridge: The MIT Press, 
2005, p. 260.

6 Rosalyn Deutsche, Evictions: Art 
and Spatial Politics. Cambridge: 
The MIT Press,1996, p. 269

7 By the end of the 20th century, 
the city of São Paulo proper had 
a population of more than ten 
million, and the metropolitan 
region had soared to about nineteen 
million inhabitants. City area, 576 
square miles (1,493 square km); 
Greater São Paulo, 3,070 square 
miles (7,951 square km). (Source: 
Britannica.com, accessed 25 June 
2012.)

8 Brigitte Felderer, Phonorama – A 
Cultural History of the Voice as 
a Medium, Berlin: Matthes & Seitz, 
2004, p. 58.
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offers space for live experimentation, for undiscovered and forgotten 

ideas, for formats that have no place in traditional broadcasting. The ra-

dio station invites visitors, in addition to listening, to participate in 

and contribute to the programming. It is meant to stimulate the means of 

expression and to provide an apparatus for the multiplicity of opinions 

and voices; for the publics and counterpublics to speak in Warner's terms, 

for the spect-actors, to use Boal's term.

 A literary component to the Bienal is the poetry journal OEI. Its 

special issue follows The Imminence of Poetics beyond its curatorial ker-

nel, documents activities connected to the exhibition, develops literary 

projects with artists participating in the Bienal and unravels the poetics 

of São Paulo. The documentation adds to the Bienal's printed matter proj-

ect that includes a series of referential texts issued in collaboration 

with the publishing house Hedra Editors. In the series, renowned literary 

works are translated into Portuguese, among them: Eikones by Philostratus 

(300 A.D.), El Arte de Birlibirloque (1930) and La decadencia del analfa-

betismo (1974) by José Bergamín, Fronton (1995) by Pascal Quignard, Ninfe 

(2007) by Giorgio Agamben, and De vinculis in genere (1589-91) by Giordano 

Bruno. 

 The formats of spoken word and printed matter intertwine with the 

display of contemporary art in the exhibition spaces. They provide a forum 

for enunciative processes and active listening, as well as an archive for 

documentation. Expanding these formats within the Bienal is an attempt to 

foster links among the constellations of referential ideas, theories and 

images, and to foster links between actual works presented in this exhibi-

tion and the historical fabric of the city. This allows for the imminent 

to materialize and indicate that the Bienal is a process, which is not 

concluded with its opening. It is a proxy for an ongoing transformational 

process. 

 The structured yet open and versatile relationships are reflected in 

a 16th century schematic drawing by Giordano Bruno. Illustrating the pro-

duction of possible links among points in a rectangular field, Bruno ad-

vocated for the “exploration of a combination between people, instruments 

(tools) and operations, allowing for the construction of entire phrases 

[...] or the mixing of elements from different phrases.”⁹

 A combination as proposed by Bruno and a constellation as described 

by Gomringer inspire us to think about the possible connections within the 

public square. They provoke us to imagine interaction between poetics and 

discourse. They ask how to initiate an inclusively transformative process 

of play and exchange. 

 Such a process cannot be scripted. It accumulates in duration, 

shaped by the people participating in it. The layered reinterpretations 

sustain its continuity. As Warner writes, it is “not texts themselves 

[that] create publics, but the concatenation of texts through time.”¹⁰ The 

more heterogeneous the articulations, the richer the outcomes: “dissonance 

offers more potential than consonance”¹¹ argues Bruno in his Tratado da 

magia as far back as 1590. Similarly Gomringer suggests that the audience 

playing with ideas in a constellate manner establishes an ongoing conver-

sation. Where, in a nonchronological and nonhierarchical manner, arguments 

are built onto other arguments, the future opens.

 The Imminence of Poetics is an invitation to play within the field 

of an imaginative public square, and, as such, to transform the encoun-

tered constructs. It proposes the concept of discourse as poetic discourse 

– as an exchange that integrates the language of the unspoken, the forbid-

den and the as-yet unimagined. Such an exchange is an encounter outside 

of a scripted and directed framework. The Bienal's events and venues, like 

stars in a constellation, illuminate the square. But it is a viewer who 

forms the image of it through his or her subjective reading and imagina-

tive potential. The viewer is in charge of imminent poetics.

9 From Giordano Bruno, Tratado da 
magia, São Paulo: Martins Fontes, 
2008, p. 27. Quotation translated 
by the author.

10 Michael Warner, op. cit., p. 90.

11 Giordano Bruno, op. cit., p.106.

 Giordano Bruno, De imaginum 
compositione, 1591
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‘I think culture is what I am most pas-
sionate about, what forms our culture, 
what we find comfortable, what is the 
best life that we can imagine. As for 
the fantasies one can have about one's 
life and oneself, I have developed one 
single desire, which is to close the 
gap between my fantasies, what I would 
have liked to become and the reality of 
my life, to close the gap between my 
thoughts and my life, to put it simply. 
That's how I arrived at this idea of the 
houses. In this project I am obliged to 
live my ideas, not simply to have them 
as abstract thoughts, but to experience 
them and I am sure that if what I live 
is a failure I will have to change the 
whole structure of my thought, and when 
I talk about the culture in which we 
live, I am talking, as far as I am con-
cerned, about an element of resistance. 
I mean that I don't want to become what 
this culture is inviting me to become, 
I would like to not necessarily suggest 
something better, but to resist, to not 
take part in this thing [...] these hou-
ses will control my life, always with 
the aim, as I was saying earlier, of in-
tensifying it, of making it more exact, 
more precise.’

Absalon: Lecture at École Nationale 
Supérieure des Beaux-arts, Paris, May 
4, 1993

Absalon

1964, Ashdod, Israel. 
1993, Paris, France.

Absalon's oeuvre is intimately 
connected to architecture and 
deals with existential ques-
tions of life in contemporary 
society. Fascinated by space, 
his works question the preserva-
tion of individuality in urban 
centers, in a world ever more 
geared toward overexposure and 
global homogeneity. The white 
geometrical shapes that in his 
early works appeared as small 
sculptures eventually grew in 
size and began to enter into a 
dialogue with the human body. 
Absalon then began making his 
sculptures based on the measure-
ments of his own body, creating 
cells: extremely functional and 
inevitably private, inhabit-
able spaces. The cells, which 
are reminiscent of modernist 
architecture, fostered a dia-
logue around the end of utopia 
and a new understanding of the 
individual. They were planned 
so that the artist would tem-
porarily inhabit them in some 
of the world's largest urban 
centers. They are works that 
present themselves as a space of 
resistance of intimacy, loneli-
ness and confinement, smothered 
by the urban environment – an 
autobiographical work that is as 
public as it is intimate. 
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Alair Gomes

1921, Valença, Brazil. 
1992, Rio de Janeiro, Brazil.

An engineer by training, philos-
opher, writer, art scholar and 
critic, Alair Gomes only began 
dedicating himself to photog-
raphy during the last 26 years 
of his life, producing a series 
of approximately 170,000 nega-
tives that have the male body as 
their central theme. Strongly 
confessional in character, the 
poetics of his work come to the 
surface in the editing process 
of his images, based on notions 
of rhythm and the formal rela-
tionships established between 
the photos. In classifying and 
entitling his series synony-
mous with musical pieces, Gomes 
depicts young male bodies in 
poses that allude to classical 
sculpture. With no inhibitions 
or concessions, his sequences 
reveal a game of seduction and 
surrender between the photog-
rapher and his models, in which 
penises, thoraxes, abdomens, 
body hair and suggestive fram-
ings of torsos and thighs are 
shown. Although their homoerotic 
character is evident, Gomes' 
series are not configured as 
gender or discourse in defense 
of homosexuality. Through posed 
photographs or images taken from 
a distance with a telephoto 
lens from his apartment window, 
Alair Gomes' images bear wit-
ness to the artist's compulsive 
desire and mirror the world he 
idealized.
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Alberto Bitar

1970, Belém, Brazil. 
Lives in Belém, Brazil.

Alberto Bitar photographs 
people, landscapes, cities, 
situations and contexts as tes-
timony of existence. He explores 
the technical limits of photog-
raphy in the construction of a 
visual language of sophisticated 
simplicity and turns modifica-
tions in light and variations 
in shutter speed into his own 
particular way of recording and 
revealing fleeting occurrences, 
subtle impressions and peculiar 
moments of our subsistence. 
Questioning the notion of the 
objective recording of images, 
Bitar's impacting, strange and 
surprising photographs propose 
ways of approaching the real 
through its nonfactual complex-
ity and create a visual oeuvre 
that appears to aspire not to 
be a reflection of the world, 
but rather a channel for the 
exposition of its tensions and 
paradoxes. In constant dis-
placement, his creative process 
also pursues the relationship 
between photographic image and 
filmic construction as a pos-
sibility for devising questions 
about the precise occasion in 
which specific facts take place, 
about emptiness and about what 
is hidden and subversive in 
the crevices of the instant 
that has been frozen. Evoking 
questionings about what is or 
is not visible in the artistic 
image, Alberto Bitar's photo-
graphs often provoke a feeling 
of remoteness, and remind us 
that there is no such thing as 
a univocal, sure and consistent 
vision of the real onto which we 
can latch.
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Alejandro Cesarco

1975, Montevideo, Uruguay. 
Lives in New York, United States.

Alejandro Cesarco's work occurs 
at the bonds that tie reading, 
narration and writing together. 
Cesarco explores the notions 
of text, its meanings and its 
autonomy. In his books, photos, 
drawings, videos and paint-
ings, the artist investigates 
the differences between read-
ing and observation, and how 
the act of reading is related 
to the construction of sense. 
Cesarco's work makes use of the 
network of meanings that every 
text presents, seeks to under-
stand the conditions that make 
it possible, as well as the 
consequences and effects it pro-
duces. The artist is fascinated 
by what lies beyond words: one 
of his main interests is the 
transformation that results from 
reading. According to Cesarco, 
the experiences and expecta-
tions of those who read are what 
constitute the text – an idea 
that renders the reader, and not 
just the author, responsible 
for what is written. As such, 
in his works he explores read-
ing as a creative act that gives 
origin to new meanings. Through 
narrations, interpretations and 
translations, the work brings 
the interlocutor into this pro-
cess as a protagonist.
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Alexandre da Cunha

1969, Rio de Janeiro, Brazil. 
Lives in London, England.

Often developed in series, 
Alexandre da Cunha's work span 
between minimalism, abstract 
geometrics and representa-
tional art with a soft spot 
for Brancusi. The process of 
intervention, appropriation and 
recontextualization of everyday 
objects, used primarily by the 
blue-collar worker who performs 
manual labor, is essential in 
Alexandre da Cunha's sculptural 
installations – mostly comprised 
of mass-produced materials 
such as mops, plungers, iron-
ing boards, towels, utensils, 
ceramic, fabric or brooms. The 
artist liberates the precon-
ceived cultural significance 
of the chosen material, and 
transforms it in neo-minimalist 
assemblages. He has said that 
“cleaning can be quite medita-
tive and it involves somehow the 
idea of a new situation, a pos-
sible restart, a plain canvas.” 
The act of cleansing or purify-
ing is at the root of da Cunha's 
artistic practice as he takes 
something that is rich in social 
and cultural connotations and 
reinvents it to create something 
else, free from its original 
domestic function, thus allowing 
the object to become alive and 
achieve a new aesthetic essence.
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Alexandre Navarro Moreira

1974, Porto Alegre, Brazil. 
Lives in Porto Alegre, Brazil.

Alexandre Navarro Moreira devel-
ops independent actions in which 
the ideas of dissemination, 
appropriation, collaboration, 
production and sharing of infor-
mation are made evident through 
the indiscriminate use of photo-
graphic images hailing from the 
most diverse sources possible. 
Characterizing his production by 
the notion of work in progress, 
the artist invests in the inte-
gration of his works with the 
environments, be they urban or 
natural, in which they are set 
up. His work Apócrifo, begun in 
2011, for example, takes shape 
through posters featuring por-
traits of people – reticulated 
black and white images printed 
without any identification 
– and inserted directly into 
the urban landscape. The por-
traits are purposefully printed 
with a more open photographic 
granulation, which compromises 
the perception of the image of 
the face the closer ones gets 
to the work. Usually stuck on 
walls and fences where posters 
advertising events and shows are 
normally placed, the presenta-
tion of Apócrifo occurs at a 
concrete level of integration 
of the artistic object with the 
everyday context of large urban 
centres – turning the images, 
in their almost indifferent 
relation with the place and the 
people who circulate in it, into 
a possible allegory of the human 
condition.
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Alfredo Cortina

1903, Valencia, Venezuela. 
1988, Caracas, Venezuela.

Alfredo Cortina is unanimously 
considered one of the founders 
of modern radio broadcasting in 
Venezuela. A radio and televi-
sion script writer, Cortina 
penned radio soap operas, cul-
tural programs, adaptations of 
children's stories, fiction 
series and telenovelas, in addi-
tion to dramas and comedies for 
theater. Throughout his life, 
Cortina was part of a group of 
vanguard Venezuelan intellectu-
als and artists that included 
his wife, poet Elizabeth Schön, 
the sisters Ida and Elsa 
Gramcko, respectively poet and 
painter, Carlos Puche, a pioneer 
of modern Venezuelan photogra-
phy, and philosopher Ernesto 
Mayz Vallenilla. A photography 
aficionado, Cortina discreetly 
and quietly produced a signifi-
cant body of work using this 
medium. With his wife as his 
only model, and using a strictly 
repetitive compositional system, 
Cortina questioned the notion 
of landscape while at the same 
time stressing the picturesque 
and unfamiliar nature of a real-
ity observed from a point of 
view where the subjectivities of 
photographer and model appear 
completely neutralized.
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Ali Kazma

1971, Istanbul, Turkey. 
Lives in Istanbul, Turkey.

Oscillating between a remarkedly 
methodical and detail-oriented 
approximation of realism and 
poetic construction, Ali Kazma's 
films reveal the skills, tech-
niques, attention, effort and 
aesthetics involved in the 
practices and routines of dif-
ferent professions. By focusing 
in on what we do not normally 
see, or simply on what we do 
not notice of life in soci-
ety, his creations explore the 
human – and, paradoxically, 
the mechanical – characteris-
tics of the practices, products 
and services that pervade our 
day-to-day lives. In addition 
to instigating questionings 
about the nature, meaning and 
significance of human labor, 
Kazma's films also inquire about 
the way in which various dif-
ferent occupations define man 
and our manner of being in the 
world today. Based on the rela-
tionship we maintain with the 
working processes with which we 
are voluntarily or involuntarily 
involved, the artist's produc-
tions deal with the accords 
of human beings with society 
and its transformations, and 
generate a high degree of iden-
tification in the spectator.
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Allan Kaprow

1927, Atlantic City, United 
States. 
2006, Encinitas, United States.

In the late 1950s, Allan Kaprow 
created a series of apparently 
random, but carefully choreo-
graphed activities, entitled 
18 Happenings in 6 Parts. With 
this work, he ushered in a work 
process that would lead to the 
production of non-permanent 
artistic experiments that chal-
lenged the spectator's posture 
before an artwork. Through the 
happenings, Kaprow incorporated 
improvisation and participa-
tion on the part of the public, 
blurring the line that sepa-
rated artist and spectator. 
As such, at the same time as 
he questioned the established 
art system, he proposed a new 
artistic category in which co-
authorship of the works was 
handed over to the public. 
Considering life much more 
interesting than art, the artist 
sought to keep the line sepa-
rating art and life indistinct 
by highlighting the experiences 
of the public and inviting it 
to participate in the creation 
of the event in an active way. 
Insisting that his work should 
survive only in the partici-
pants' memory, Kaprow gradually 
altered his artistic practice 
to what he denominated simply 
Activities – small-scale scripts 
to be carried out by one or more 
people and incorporated into 
everyday habits.
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Andreas Eriksson

1975, Björsäter, Sweden. 
Lives in Medelplana, Sweden.

Andreas Eriksson works con-
ceptually across a range of 
different media, such as paint-
ing, photography, sculpture 
and installation. Eriksson's 
works appear quiet, poetic and 
understated, with nature tak-
ing center stage. While his 
photographs often depict nature 
in a state of suspension, his 
paintings counter this sensation 
with a dense brushstroke that 
emphasizes the depth and move-
ment of a particular scene. “I 
use nature in a way that I am 
not making sketches of nature 
or trying to do nature paint-
ing or nature pictures. I am 
using nature in my own way to 
a much greater extent. I found 
that in nature there was some-
thing extremely neutral, like 
how things were placed; there 
was no planning at all, and 
that was something… I really 
liked,” Eriksson says. Thus his 
works often bear something of 
melodramatic tragedy, oscil-
lating between the beauty and 
the ephemerality of matter in 
nature. For his series of shadow 
paintings, Eriksson took photo-
graphs of shadow plays occurring 
naturally around his studio, 
which were then transferred 
onto aluminum and masked in a 
grey monochrome to provide a 
misty-eyed effect. In his most 
recent works, photography and 
painting converge. Eriksson has 
created diptychs and triptychs 
coupling painting and photog-
raphy to juxtapose illusion and 
reality. Part of his sculptural 
work cast in porcelain consists 
of domestic objects, such as 
candleholders, sourced from his 
forest home. For another series, 
the occurrence of natural phe-
nomena and events, such as a 
tree branch hitting his roof or 
the growing of moss, was regis-
tered in bronze. 
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Anna Oppermann

1940, Eutin, Germany. 
1993, Celle, Germany.

Anna Oppermann took existential 
questions as a basis for social 
inquiries. Her ensembles, as the 
artist baptized them, emerged in 
the late 1960s, when the word 
“environment” began to give way 
to “installation.” As such, the 
artist combined “environment” 
and “assemble” into a term able 
to describe both, the form of 
her work and its construction 
process. In her ensembles, draw-
ings, paintings, photographs, 
texts, phrases and objects taken 
from their everyday environment 
are combined as a montage in 
space. Each step in this process 
is documented and constantly 
rearranged within the work 
itself. According to the art-
ist, her intention was to serve 
as a mediator between different 
disciplines, between reason and 
sensory perception. Each ensem-
ble deals with a theme, such as 
the connection between religion 
and sexuality, or the posi-
tion of being an artist and an 
outsider to society. Oppermann 
recognized the world and its 
human relations with the com-
plexity revealed in her works. 
She believed in the value of 
complexity, thus creating visu-
ally complicated kaleidoscopic 
constellations that are purpose-
fully never entirely unveiled to 
the eyes of the spectator. 
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Arthur Bispo do Rosário

1909 (1911), Japaratuba, Brazil. 
1989, Rio de Janeiro, Brazil.

Diagnosed as paranoid schizo-
phrenic, Arthur Bispo do Rosário 
spent more than half a century 
locked inside a psychiatric 
hospital. Moving back and forth 
between reality and delirium, 
art and divine mission, Bispo 
do Rosário claimed to have been 
chosen by the Almighty to carry 
out the task of reproducing the 
world in miniature. In addi-
tion to leftovers from materials 
discarded at the hospital, his 
pieces were produced with all 
types of scrap, and mapped his 
world as he had been instructed 
by God. Making use of the writ-
ten word as a living, breathing 
element, he manipulated signs 
and toyed with the construction 
and deconstruction of discourse 
during the darkest periods of 
psychiatry – the age of elec-
troshock therapy, lobotomies and 
violent treatment applied to 
control crises. Fragmenting com-
munication into his own codes, 
he created a ludic universe of 
embroidery, assemblages, banners 
and other objects that would 
later be hailed as works of ref-
erence for contemporary art.
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Athanasios Argianas

1946, Athens, Greece. 
Lives in London, England.

In the unattainable universe of 
memories, the present is inter-
rupted and controlled by the 
past. Devoid of linearity, time 
suggests readings that depend 
on each person's point of view. 
Polyphonic investigations are 
transposed in unusual equa-
tions of measurement standards, 
lending shape and volume to 
sounds that are configured in 
sculptures and installations. 
The risk of implicit interpreta-
tions in translations disturbs 
Athanasios Argianas. A musi-
cian and composer, the artist 
translates his concern in a 
delicate and poetic oeuvre that 
transcends different media and 
materials and experiments with 
their behavior depending on the 
conditions of space and time. 
Argianas' installations change 
with the choreographic move-
ments of the actors that read 
his work; on some occasions the 
shadows that end up making more 
sense of the world than do the 
elements from which they are 
derived. Symmetry, repetition 
and permutation characterize 
Argianas' “machines,” perfor-
mance installations in which 
sound, form and meaning are 
condensed into a single movement 
that defies its static appear-
ance. Uninterrupted movements 
suggest open systems of under-
standing, harmonizing images and 
sounds that resemble something 
that seems to contain a secret.
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August Sander

1876, Herdorf, Germany. 
1964, Cologne, Germany.

Class differences, the collec-
tive and the individual, styles 
and living conditions in turn-
of-the-century German society 
are the most recurring themes 
in August Sander's photographs. 
Photographing individuals from 
all social spheres – from 19th-
century peasant life to the 
capitalist-driven society then 
in formation – Sander created a 
typological catalogue of more 
than six hundred photographs of 
the German people in his most 
important series, People of the 
20th century. Transcending the 
notion of register and reveal-
ing a country in the midst 
of transformation, his work 
reveals the types and hierar-
chical structures of the people 
he seeks to portray and exposes 
the photographer's objective of 
producing an encyclopedic and 
systematic image of the Germanic 
society of his day and age. 
Sander dedicated five decades to 
the fulfillment of this project 
and, although his inventory may 
have remained unfinished, the 
portraits forming it constitute 
timeless testimony on the part 
of these people, their customs, 
their relationships and their 
social contexts.
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Bas Jan Ader

1942, Winschoten, The 
Netherlands. 
1975, disappeared in the Atlantic 
Ocean.

An intense melancholy and a 
refined sense of humor perme-
ate the performances of Bas Jan 
Ader. Isolated from any narra-
tive context, his actions point 
to failure, risk and collapse. 
Clearly showing the notion of 
vulnerability, Bas Jan Ader's 
actions reveal the body of the 
artist constantly subjected to 
the force of gravity. Simple, 
mysterious and implacable, the 
experiences to which the artist 
exposes himself seem to ques-
tion the meaning of life in a 
tone that is variously dramatic 
and comical. In I'm too Sad to 
Tell You, from 1971, we see the 
artist cry before the camera – 
and for a moment, we perceive 
ourselves alone with him, face 
to face with his fragility and 
sadness, uncomfortable with the 
possibility of being metaphori-
cally confronted with our own 
pain. The death of Bas Jan Ader, 
who went missing trying to cross 
the Atlantic Ocean in a tiny 
sailboat while producing the 
second part of a triptych called 
In Search of the Miraculous, 
contributes to the mysticism 
surrounding his name, as an art-
ist who seems to have taken his 
inquisitions about the meaning 
and finiteness of life to their 
ultimate consequences.
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Benet Rossell

1937, Àger, Spain. 
Lives in Barcelona, Spain.

Departing from an intimate 
connection with calligra-
phy, Benet Rossell works with 
what is not easily seen: the 
tiny, the detailed, that which 
is hidden and the ephemeral 
existences that may go unno-
ticed. His works move back and 
forth between various differ-
ent media. Alternating between 
films, drawings, engravings, 
poems and paintings, Rossell 
explores the complexity of the 
simple. The artist has cre-
ated his own alphabet of icons, 
his “Benigrams,” replete with 
ideograms and calligraphic draw-
ings that are never repeated, 
that coexist and articulate 
with one another. This personal 
alphabet is, as such, infi-
nite and, by way of a personal 
logic, narrates the spectacu-
larity of everyday life. By way 
of small gestures, narratives 
are revealed in which the art-
ist blends concrete elements, 
such as water and trees, with 
abstract ideas, such as the 
infinite, emptiness, humor and 
irony. The micro and the macro 
can be found all over Rossell's 
work, which presents its own 
musical pulsation and rhythm 
that originate from the infinite 
calligraphic combinations of his 
signs. 
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Bernard Frize

1954, Saint-Mandé, France. 
Lives in Paris, France.

Bernard Frize's painting is 
rooted in technique and move-
ment and avoids making evident 
any traces of subjectivity. 
Rather than being configured as 
a means of expressing feelings 
or portraying fragments of real-
ity, the artist's work adopts 
painting itself as a theme. In 
an attempt to eradicate any 
personal decision, the act of 
spilling paint onto the canvas, 
for Frize, does not include an 
anticipated reflection on the 
possible formal result of the 
action, but rather responds to 
a rigorous method of elabora-
tion, which the artist imposes 
upon himself during the making 
of his works. For every series 
of paintings, Frize uses a dif-
ferent technique, choosing in 
advance the movement and the 
chromatic scale that, in a sys-
tematic and almost mechanical 
way, are to conduct the entire 
process of the elaboration of 
the work. In order to obtain 
a pure form of painting that 
operates within its specific 
qualities without alluding to 
any external reference, the 
artist creates a work devoid 
of representation – in which, 
to the eyes of the spectator, 
traces of its compositional 
method constitute the only 
possible revelation. Without 
proposing enigmas or hiding 
meanings that surpass the logic 
of painting – or that try to 
justify its importance – Bernard 
Frize's works deal with the tau-
tology of their own creation. 
They are the result of an almost 
mechanical generative process 
that ends up reflecting the 
tension of the process of the 
establishment and maintenance of 
pictorial language. 
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Bernardo Ortiz

1972, Bogota, Colombia. 
Lives in Bogota, Colombia.

Bernardo Ortiz draws words. His 
work oscillates between the 
boundaries of visual, documenta-
tion and fiction. His slow and 
continuous drawing processes 
take place over the course of 
time: Ortiz adds new reper-
toires to previous productions, 
while reappropriating those in 
recent works. De-contextualized 
sentences, appropriations and 
incomplete texts populate his 
approach to the work as image, 
and at times provoke the pic-
torial quality of objects and 
scenes. Ortiz concentrates on 
drawing as a resource to with-
draw from the passing of time, 
abdicating mimetic images of the 
world, and highlighting the tiny 
effects of things and events. 
Simple forms such as lines, 
dots and collages are regis-
tered in the artist's books and 
notebooks; restaurant napkins, 
commercial pamphlets and a num-
ber of other supports. Ortiz is 
interested in the trajectory, 
the transitory, the drawing 
as a path and everything that 
is involved in this process. 
Consequently, his series of 
drawings are always unfinished.
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Bruno Munari

1907, Milan, Italy. 
1998, Milan, Italy.

Bruno Munari was an artist, 
designer, writer, illustra-
tor and educator. A man with an 
investigative personality, he 
contributed to the fundaments in 
the fields of visual arts and 
literature, demonstrating a spe-
cial interest in books, which he 
considered spaces for subjective 
and multi-sensorial experi-
ences, and in themes such as 
play, childhood and creativity. 
Celebrated by Giulio Carlo Argan 
as one of the major exponents 
of Italian artistic culture, he 
dedicated himself intensely to 
didactical activities and had a 
very particular way of program-
matically subverting the sense 
of things, transforming irony 
into a modus operandi. Munari 
considered childhood the most 
fertile time for the development 
of a fully creative personality, 
and worked on children's extreme 
sensorial receptiveness in the 
playful laboratories he devel-
oped, in which he proposed the 
active exploration of various 
artistic techniques. For Munari, 
every work of art implicitly 
contained the message that, 
through contact and experience 
with expressive means, all of 
us are capable of creating aes-
thetic objects.
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Durante mais de uma década o tom de seus diálogos era quase sempre grave, terminal. Risos ocasionais 
eram trazidos pelo cansaço, angústia, perversidade ou ao testemunharem algum milagre. Deixavam o 
silêncio vazio para paisagens e naturezas mortas normalmente compostas por grampos quebrados, pedaços 
de velcro coloridos utilizados para organizar fiações, pedacinhos insustentáveis de grafite ou embalagens 
de bala. Haviam sido apresentados formalmente a vulnerabilidade do outro e isso os levava a andar com 
serenidade sobre uma corda bamba, cacos de vidro e o tempo restante. Vá. Pule. Não há tubarão dentro de 
uma piscina semi-olímpica.*

Cadu

1977, São Paulo, Brazil. 
Lives in Rio de Janeiro, Brazil.

Cadu's oeuvre and the creative 
process are indistinguishable. 
The artist proposes complex 
methods, rules of action and 
procedures to operate within 
a territory of restrictions. 
The results are unpredictable. 
The formal appearance of his 
work does not reveal the rigor-
ous method that preceeds it; 
authorship is less attached to 
subjectivity. Cadu initiates 
projects as a way of understand-
ing the world. He surrenders 
to chance and the unexpected 
while he anxiously awaits the 
visual testimony of the pass-
ing of time: a support holding 
a magnifying glass that directs 
sunlight onto a block of paper 
produces drawings by burning the 
material, a seismographic device 
traces the movement of a box, 
battery-powered cars with pens 
attached record their movements 
within a framed box. For Cadu 
these are metaphors of exis-
tence in time and space itself, 
actions that collide with the 
notion of art, testing the 
limits of the capacity of the 
authorial gesture.
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Charlotte Posenenske

1930, Wiesbaden, Germany. 
1985, Frankfurt, Germany.

After concluding her studies in 
fine art, Charlotte Posenenske 
worked as a theater set designer 
in the 1950s. Later, she intro-
duced performance into her 
sculptural work, proposing the 
modular system for redesign 
and activation through others. 
Posenenske experimented with the 
serially reproducible, aspir-
ing to a strong realism of form, 
all the way from production and 
assemblage to reception. The 
artist affirmed that “I produce 
works in series because I don't 
want to make unique pieces for 
individuals, in order to have 
combinable elements within a 
system, […] these objects are 
decreasingly recognizable as 
works of art.” In her abstract 
paintings and minimalist geo-
metric sculptures, Posenenske 
sought aspects that would render 
feasible the public's partici-
pation in contexts permeated 
by voracious institutional 
critique. Her square tubes, 
modular installations built with 
sheets of metal or cardboard, 
took these intentions to even 
more radical situations, when 
installed in public spaces, or 
transport hubs such as train 
stations and airports. In 1968, 
stating that art would not 
have the political impact she 
desired, Posenenske abandoned 
artistic production and gave 
up exhibitions and everything 
related to the art world. She 
began studying sociology and 
worked as a social scientist, 
researching issues related to 
labor conditions. 
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Christian Vinck

1978, Maracaibo, Venezuela. 
Lives in Maracaibo, Venezuela.

Vinck's work emerged on the 
Venezuelan art scene at the 
beginning of the new millen-
nium. It came at a particularly 
critical moment in Venezuela's 
cultural history, a moment 
characterized by a profound 
crisis brought about by the 
collective failure of a demo-
cratic and progressive model 
that constituted an exception 
in the authoritarian history of 
the South American nation. This 
crisis was at once political 
and fundamentally cultural, and 
was translated into the exac-
erbation, in the public arena 
and through official discourse, 
of the legendary dimension 
of history, and the exhaus-
tion of modern artistic models, 
which embodied the emancipa-
tory promise of progress during 
the second half of the 20th 
Century. Within this context, 
Vinck, a self-taught artist, was 
bound to a fictitious body of 
legendary and historical repre-
sentations that allowed him to 
produce a frequently grotesque 
and caricature-like figuration 
close to art brut, in which he 
disseminates hermetic anecdotes 
regarding a supposedly collec-
tive and vernacular memory of 
Venezuela's past and present. 
A profoundly intuitive freedom 
of painting and drawing is con-
spicuous and constitutes one 
of the most interesting bodies 
of the artistic work produced 
in Venezuela in recent years. 
Vinck's work is linked to a 
constellation of figurations of 
excess that, by way of fantasy, 
capriciousness or social and 
political commentary, marks its 
presence at the beginning of the 
new century in Latin America. 
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Ciudad Abierta

1970, Valparaíso, Chile.

The Corporación de Servicios 
Profesionales Amereida [Amereida 
Corporation of Professional 
Services] was incorporated as 
Ciudad Abierta on 270 hectares 
of land along a three-kilometer 
strip of coastline, dunes and 
hills in the municipality of 
Ritoque, Valparaíso, in 1970. 
The collective and poetic proj-
ect has, however, existed since 
1952, when a group of intellec-
tuals and architects, among them 
Chilean Alberto Cruz (architect) 
and Argentineans Claudio Girola 
(sculptor) and Godofredo Iommi 
(poet), founded the Institute 
of Architecture at Valparaíso 
Catholic University, an insti-
tute that proposed a communal 
stance toward trades and life 
and questioned the conventional 
practice of the architectural 
discipline. Amereida, a poem 
written by Iommi as a naviga-
tional log for this human and 
intellectual journey, is, 
without a doubt, one of Ciudad 
Abierta's programmatic texts: 
while he commands the crossing 
of America as in Virgil's The 
Aeneid, he turns the poetic word 
into a decisive factor for the 
concept and practice of space. 
In 1965, the first crossing 
took place from Punta Arenas, 
in Chile, to Santa Cruz de la 
Sierra, in Bolivia, and since 
1984 this practice has become 
a requisite for the studies 
carried out at the Valparaíso 
School of Architecture. 
Committed to a community-based 
reflection in which notions 
of property or leadership are 
non-existent, the participants 
and creators of Ciudad Abierta 
prioritize contemplation, dura-
tion, hospitality, work and 
community life. Between doing 
and existing, they build an 
indissoluble unity in and with 
the poetic word, and promote 
the Ritoque experiment as a 
true and permanent architecture 
laboratory on a natural scale, 
and with a historical dimen-
sion, for the utopia of another 
possible world. 
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Daniel Steegmann Mangrané

1977, Barcelona, Spain. 
Lives in São Paulo and Rio de 
Janeiro, Brazil.

The seduction of the unknown and 
a multifaceted perception perme-
ate the work of Daniel Steegmann 
Mangrané. The foreign perspec-
tive of the artist, a Catalan 
living in Rio de Janeiro and 
São Paulo, invites the viewer 
to discover different points of 
view and share his experience 
of encountering the unknown. 
Steegmann's investigation 
manifests through repetition, 
transformation, discarding and 
retrieval: The variations of 
movements that reveal his cre-
ative process and make up a 
delicate mosaic in which pos-
sibilities balance each other 
out. Similar to indigenous modes 
of thinking – one of the art-
ist's focuses of interest – his 
drawings, films and installa-
tions break with finitude in 
the combination of elements. 
Elements from one work spill 
into another. The artist demands 
an attentive, closer look on the 
part of the spectator, inviting 
us to share an encounter with 
the unknown in this intimate 
trajectory. It is no coincidence 
that one of his recent films 
contains allusions to the impact 
of venturing into the forest, 
which for Steegmann represents 
one of the most profound experi-
ences. With its conflicts of the 
most varied sorts, the forest 
alludes to a web of relations as 
elaborate as nature itself.
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Dave Hullfish Bailey

1963, Denver, United States. 
Lives in Los Angeles, United 
States.

A light and witty appearance 
disguises the resolute research 
carried out by Dave Hullfish 
Bailey, who is interested in the 
precariousness of civil society 
and its superstructures – which 
are startlingly fragile in the 
face of natural, political and 
social disasters. His photo-
graphs, drawings and sculptures 
can be understood as an inves-
tigation into sustainable means 
of subsistence or a sociopo-
litical reorganization in which 
architectural, urbanistic and 
design proposals discuss means 
of survival in urban centers or 
rural regions. Arrangements and 
rearrangements of scientific, 
architectural, environmen-
tal, geological and linguistic 
theories propose solutions of 
shelter and reorganization for 
situations in which destruc-
tion has occurred. Hullfish 
Bailey strives to comprehend 
a world that has already been 
built and yet is yearning for 
transformation. Departing from a 
consideration of the political, 
social and cultural framework in 
which we live, the artist elabo-
rates scenarios about individual 
freedom and communal living. 
In his installations he adapts 
scenarios found in desert com-
munities in the US such as Drop 
City or Slab City.
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David Moreno

1957, Los Angeles, United States. 
Lives in New York, United States.

David Moreno's oeuvre is 
constituted by a permanent 
articulation between two uni-
verses: the figurality of sound 
and the sonority of images; 
recovering and revolutionizing 
a long synesthetic tradition 
whose origins blur with those of 
modern art. His work is clearly 
distinguished by the recurrence 
of resonances, cuts, incisions, 
repetitions, vibrations. The 
chiasmus with which he inter-
laces the figures of sound and 
the sounds of the figure is 
actually a key to the production 
of images, alternatively sonic 
or visual. Moreno's interest 
in these problems is not purely 
formal. More precisely, it 
consists of a manner of inter-
rogating the body of the image 
in its totality: its resistance, 
its physical resonance capac-
ity, its substance. Using sonic 
installations, technological 
archeology, electro-acoustic 
experimentation and, fundamen-
tally, drawings and photography, 
David Moreno has been build-
ing a solid body of works since 
the late 1980s, when some of 
the main reflections of our 
time made themselves present: 
the idea of emergency – stain, 
stigma, infirmity, fertiliza-
tion, birth – and the idea 
of scarification – stratum, 
substratum, epidermal change, 
texture, touch, chance -, thus 
framing interrogation on the 
mortal body, on the animal 
condition of man and on the 
impulses of life and death mani-
fest under the form of symptoms, 
such as blindness, distortion, 
stuttering and, ultimately, the 
silences of sound, the rumblings 
of image.
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Diego Maquieira

1951, Santiago, Chile. 
Lives in Santiago, Chile.

Diego Maquieira is, alongside 
Vicente Huidobro and Juan Luis 
Martínez, the protagonist of 
an important trio of Chilean 
poets whose work impelled lan-
guage to become visible, to be 
fleshed out as something visual. 
Maquieira established unexpected 
tensions and proposed uncanny 
encounters between images, words 
and empty spaces when expand-
ing the resonances of Simonides' 
classic logogram, made popular 
by Horace, Ut pictura poesis [As 
is painting, so is poetry]. The 
author of a carefully elabo-
rated and rare body of work, 
Diego Maquieira is known for 
three books of poems, Upsilon 
(1975), La tirana (1983) and 
Los Sea Harrier (1993), and for 
a renowned anthology of Vicente 
Huidobro, El oxígeno invisible 
[The Invisible Oxygen, 1991]. 
They were published at critical 
moments in Chilean history: at 
the beginning of the dictator-
ship, the height of the regime's 
repression and the dawn of the 
democratic transition. Maquieira 
was never interested in taking 
literal positions in the face of 
history: his poetry is absolute 
in its freedom and originality, 
and acts as an oblique mirror 
of the truth of the world, as 
a prismatic revelation of its 
time and the acts of violence 
that underlie and throb at the 
heart of cultural conformism. 
His most recent poetic work, and 
the first he has published since 
1993, Poemaducto de imágenes de 
conocimiento público en foto-
copias, fragmento del Annapurna 
[Poemduct of public photocopied 
archive images, fragment of 
Annapurna], was conceived espe-
cially for the 30th Bienal de 
São Paulo as a frontispiece of 
The Imminence of Poetics. 
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Edi Hirose

1975, Lima, Peru. 
Lives in Lima, Peru.

In his essay entitled Pozuzo, 
photographer Edi Hirose intro-
duces the central region of the 
Peruvian highland jungle, home 
for more than half a century 
to a community made up of the 
descendents of groups of immi-
grants from Tirol, in Austria, 
and Rhineland, in Germany. At 
once strange, beautiful and 
subtle, the photographs in this 
essay reveal a set of ideas we 
usually retain of what would 
constitute documental registry 
in relative terms. Although they 
impose themselves in the objec-
tive capturing and apparent 
descriptive rigor of the images 
– which register everyday scenes 
in the community portrayed – 
Hirose's photographs make subtle 
digressions that introduce 
chance and reveal the artist's 
subjectivity. Upon this founda-
tion, the artist constructs a 
visual portrait of the place and 
of its inhabitants in an openly 
personal narrative. Hirose seems 
to avoid the objectivity of the 
portrayal of spaces and people 
evident at every instant, pre-
ferring to stress the fact that 
there is a construction in his 
images. In other words, what is 
being proposed to us for contem-
plation is, first and foremost, 
a record of that which the 
artist experienced; it is a tes-
timony of the artist himself and 
of the relationships he main-
tained in a context charged with 
tensions between a past history 
and a present that seems unable 
to update itself. 
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Eduardo Berliner

1978, Rio de Janeiro, Brazil. 
Lives in Rio de Janeiro, Brazil.

In Eduardo Berliner's paint-
ings, each composition seems to 
point simultaneously to what we 
see and to what we are kept from 
seeing; to what is made vis-
ible by the materiality of the 
paint and to what its density 
does not allow us to perceive. 
Berliner transits between the 
uncanny, the mysterious, the 
grotesque and the banal, and his 
paintings appear to offer us 
narrative trails that are left 
incomplete. The undecipherable 
scenes, somewhat opaque to the 
perception of forms and mean-
ings, construct snapshots of the 
world that are fed by the life 
and everyday experiences of the 
artist. Although they may seem 
to obey nothing but the logic of 
dreams and of the absurd, they 
are works that often derive from 
unassuming observations – like 
a pigeon hidden in the recess 
of a sidewalk or a wheelchair 
placed behind a plant vase in a 
bank branch. Registered in pho-
tographs or recreated through 
drawings, collages or the manip-
ulation of objects, these images 
blend together with memories of 
other images and, twisted around 
and recomposed in sober and cool 
tones, become the material of 
reinvention by the painter's 
imagination.



140
141

For Baree, Joaquín and Mateo

Eduardo Gil

1973, Caracas, Venezuela. 
Lives in New York, United States.

Eduardo Gil belongs to a gen-
eration of emerging artists in 
Latin America that articulates 
strategies of installation and 
archive-derived forms. One of 
his ongoing projects consists 
of an accumulation of special 
editions of newspapers released 
on the occasion of the end of 
wars involving the United States 
(from the Revolutionary war of 
1782 to the first Iraq war in 
1991). This work is an ironic or 
hermetic commentary on contempo-
rary reality, in its political 
and geopolitical dimensions. 
Gil's oeuvre is developed 
through allegories and nominal 
commentaries, in which language 
– inscribed or written, and, 
more recently, spoken – occu-
pies a central place. Often as 
a reflection on memory and com-
munity and collective practices, 
making use of found objects and 
texts, Eduardo Gil renews art's 
connection to history without 
any pretension toward authority 
or doctrine, approaching it from 
the experience of a common citi-
zen while giving priority to the 
fragment. 
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Eduardo Stupía

1951, Buenos Aires, Argentina. 
Lives in Buenos Aires, Argentina.

Based on limited materials 
and a reduced chromatic pal-
ette, Eduardo Stupía elaborates 
energetic drawings of great 
gestural concentration whose 
wealth of elements constitutes 
an extensive graphic and picto-
rial alphabet. His work seems to 
situate the spectator between 
definition and dispersion – a 
single image consists of writ-
ing, stains, textures, figures, 
landscapes and gestures of var-
ied qualities and intensities. 
In contemplating one of Stupía's 
works, the observer often loses 
himself in the composition to 
discover new angles, layers, 
dimensions and stories. This 
open quality of the work confers 
upon the viewer the possibility 
of projecting their own mean-
ings onto the composition, 
apprehending certain movements 
and creating their own narra-
tives. Here, the vigor of the 
gesture is understood not only 
for its potential to generate 
representations, but also for 
constituting a form of under-
standing the image, in which 
the parts relate to one another 
sequentially as one's gaze 
passes over them.
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Elaine Reichek

1943, New York, United States. 
Lives in New York, United States.

Elaine Reichek's work combines 
text and image in series of 
embroidered textiles in small 
and large formats. Conceptual 
in character, her productions 
appropriate works of art from 
various historical moments, 
presenting them beside philo-
sophical, literary and art 
history quotes. Yarn has become 
her main work material, and, 
since the 1970s, has been used 
as a way to connect differ-
ent temporalities, materials, 
images and ideas. Avoiding the 
simple recombination of concep-
tual procedures – such as the 
use of the written word and the 
manipulation of erudite codes 
– and more artisanal practices 
that rely on the strength of 
manual processes, Elaine Reichek 
integrates technologies associ-
ated with different historical 
contexts, such as the digital 
scanning of images, their con-
version into graphic maps and 
the embroidery technique itself. 
Focusing on the visual repre-
sentation of communication, 
language and modern technolo-
gies, the artist's embroidered 
works seem to propose an alter-
native history of art, referring 
the works from which they are 
derived back to traditions that 
predate them, while at the same 
time re-contextualizing them in 
the age of digital production.
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Erica Baum

1961, New York, United States. 
Lives in New York, United States.

Having studied linguistics, and 
Japanese language and poetry, 
Baum's artistic oeuvre reveals 
her empathy for the printed 
word. The source material for 
her photography consists of 
found books from thrift shops 
and antiquity dealers. Baum's 
endeavor is to create digres-
sions from the books' content 
and design, a process that 
often culminates in findings 
reminiscent to the tradition 
of concrete poetry. Baum has 
said that her work originates 
“in the tradition of straight 
street photography, looking at 
the work of Walker Evans, Atget, 
Brassai, and other artists who 
punctuated their landscapes with 
strands of found text.” And 
while her photographs reveal a 
topographic characteristic, the 
grainy picture gives prominence 
to the materiality of the print-
ing paper. In her Dog Ear series 
(2009-), Baum folds pages in 
order to come up with unexpected 
combinations of words and let-
ters. By shifting the sentences' 
structure and producing new 
readings, Baum turns prose into 
concrete poetry. In her Index 
series (2000-), she photographs 
the now obsolete index cards in 
library catalogues. The result-
ing black-and-white pictures 
document handwriting, typos, 
stains and other pieces of evi-
dence that hark back to the 
creators and users of the inven-
tories. In yet another series, 
Baum depicts the fore edges of 
a book in sequences. The photo-
graphic image appears as if it 
were spliced together in syn-
thesis. Baum's investigations 
into the yellowed pages of these 
books convey a feeling of bygone 
anticipation.
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f. marquespenteado

1955, São Paulo, Brazil. 
Lives in São Paulo, Brazil.

f. marquespenteado opted to 
free his artist name of gender 
markers. His work reflects an 
uneasiness with the Manichaean 
notions that surround the male 
body and the role of masculinity 
in society. f. marquespenteado 
chooses delicate, as well as 
industrially produced materi-
als, fabrics and netting, and 
needlepoint embroidery to weave 
stories and voices. The artist 
pays homage to prisoners as well 
as queer, to uncrowned kings, 
heroes of popular mythology and 
non-canonized saints. Often 
f. marquespenteado combines 
embroidery in a pastiche style 
with found images and sculp-
ture. The works are supported by 
tennis rackets, plastic bread 
baskets or flycatchers and are 
often displayed among collected 
postcards, presents and often 
found objects. The labouriously 
constructed ensembles points 
towards politics and performance 
of gender, the male body as 
well as schismatic figures and 
regimes of power in society. 
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Fernand Deligny

1913, Bergues, France. 
1996, Graniers, France.

Fernand Deligny dedicated his 
practice to community life 
alongside professors, phi-
losophers, poets, educators and 
psychologists, people dedicated 
to accompanying and understand-
ing the humanity of children and 
adults with deficiencies in lan-
guage and verbal communication 
– the profoundly mute and autis-
tic. Deligny produced essays, 
poetic prose and fiction that 
were complemented by exceptional 
films and other types of visual 
documents such as photographs, 
drawings, maps and “lines of 
wandering” that would record the 
movements of autistic children 
in various French communi-
ties. The work is the product 
of a radical school of thought 
questioning the conventions 
of bourgeois humanism ideas 
about autism, the psychiatric 
discipline, psychoanalysis, 
formal education, ethnology and 
anthropology, the image, and the 
logocentric primacy of language 
in our culture and politics. 
Today, Deligny's work is consid-
ered one of the most enlightened 
moments in the history of ideas 
in the 20th Century, and his 
reflections have influenced the 
most varied of disciplines, 
including philosophy, education, 
cinema, poetry, and the con-
struction of images. His “lines 
of wandering” were the first 
figurative manifestations of 
what philosopher Gilles Deleuze 
would later call the concept of 
“rhizome.” His films (Ce gamin-
là, Le moindre geste, A propos 
d'un film à faire) were funda-
mental for François Truffaut 
and French cinema's Nouvelle 
Vague. His ardent defense of 
non-verbal language, of a naked, 
pre-humanistic humanity, of a 
delineation possible before 
that of any word, of actions 
devoid of intention and words, 
the pure and disinterested act 
of those unable to do anything 
else, was the radical basis of a 
new understanding of the human 
condition.
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Fernanda Gomes

1960, Rio de Janeiro, Brazil. 
Lives in Rio de Janeiro, Brazil.

The notion of recycling and 
recontextualizing materi-
als is pervasive in the work 
of Fernanda Gomes. The artist 
creates minimal installations 
employing everyday objects, 
such as furniture, household 
items, and elements found in the 
natural environment. Her site-
specific installations create 
an analogy between the found 
objects and the existing archi-
tecture, inviting the viewer 
to reconsider the very sig-
nificance of the object, loaded 
with memory and identity. After 
choosing her objects, Gomes has 
said “I just see them, touch 
them; things are all around 
us… I see my work as sculpture, 
drawings, paintings, but mainly 
as things.” By recontextualizing 
these things, a deconstructed 
chair is stripped to its bare 
elements on the floor. Gomes 
allows the rejected object 
to regain a certain autonomy 
independent from its past expe-
rience, reinstituting a new 
meaning apart from its initial 
functionality.
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Fernando Ortega

1971, Mexico City, Mexico. 
Lives in Mexico City, Mexico.

Working across a wide range of 
media, Fernando Ortega focuses 
on ordinary situations and con-
texts that would usually go 
unnoticed. His poetics reveal a 
dimension of the exceptional, 
the marvelous, the unexplain-
able and the unexpected. In his 
quest to establish an analogy 
between sensory experiences 
and research, the artist situ-
ates his practice between the 
factual and the intangible. 
Ortega's work interferes in a 
given situation in order to 
alter perception, evoke visual 
and auditory sensations – and 
reorders images, sounds and 
objects in unorthodox poetic 
configurations that potentially 
expand the possible meaning of 
banal situations and contexts. 
Ortega seeks a particular sense 
of balance that undermines 
conventional assumptions and 
plays with our common-knowledge 
notions of reality and fiction. 
Giving shape to photographs, 
videos, installations and field 
recordings that register encoun-
ters of extreme delicateness. 
Ortega's work displays a strong 
character of performance that 
seeks to question the not always 
precise limits between what we 
understand as reality and its 
possible representations.
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Franz Erhard Walther

1939, Fulda, Germany. 
Lives in Fulda, Germany.

In order to undermine the role 
of the artist in favor of a 
more democratic aesthetics 
based on interaction between 
the artistic object and the pub-
lic, the work of Franz Erhard 
Walther takes on full meaning 
and form when activated by the 
spectator. Proposed less for 
observation than for manipula-
tion and interaction, his pieces 
solicit the body and function 
as instruments of action. Made 
from fabric and tailored in 
straight lines, sober colors 
and simple geometrical shapes 
– such as squares, circles and 
rectangles – Walther's objects 
demand use that is nearly 
always collective, and generate 
moments of exchange, recogni-
tion, estrangement and intimacy. 
This singular interest in the 
human and social context leads 
the artist to create an oeu-
vre of major poetic and visual 
power that can be acted upon 
and shared by way of universal 
human abilities – underscoring 
the conceptual simplicity of his 
aesthetic project and the notion 
that art is a human product that 
can be shared by all. Every 
single activation is unique and 
unpredictable, and Franz Erhard 
Walther's works give rise to 
sensorial experiences of cre-
ative interaction, in which 
singular gestures expose poten-
tialities, afford experiences 
and reveal an investment in 
chance and in the role of natu-
ral forces as artistic agents.
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Franz Mon

1926, Frankfurt, Germany. 
Lives in Frankfurt, Germany.

As a poet and artist Franz Mon 
plays with the essentials of 
language and text. Mon engages 
media readily available to him: 
the typewriter, woodcut prints, 
letraset and audio recordings. 
Since the 1960's the type-
writer has been his principal 
tool to shape text into form 
in the letter constellations 
of experimental and concrete 
poetry. In the 1970's Mon began 
using images in his collages as 
an additional source element 
culling material from advertis-
ing and news media. For another 
series he appropriated poster 
announcements into so called 
“press texts” for which he 
laundered found posters in the 
washing machine and afterwards 
pressed them through a high-pow-
ered ironing board. It was also 
in this period that he began to 
produce his strip and rip col-
lages for which he cut posters, 
magazine pages and newspapers 
into strips and circles, only 
to compose them afterwards in a 
different order. Mon's collages 
and visual poems convey messages 
with a surreal connotation and 
challenge the habitual legibil-
ity: text and image coincide 
and together inform perception. 
Mortuarium für zwei Alphabete 
(1970) is an installation for a 
visual poem centered on a sym-
metric set up, which results 
in an octagonal form. The root 
text is printed to appear on 
the first wall and consists 
of 51 names and the state-
ment “is dead” in 11 languages. 
Superimposition of the content 
on subsequent panels leads to a 
complete blackout that heralds 
silence.
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Frédéric Bruly Bouabré

1923, Zéprégüé, Ivory Coast. 
Lives in Abidjan, Ivory Coast.

On March 11, 1948, Frédéric 
Bruly Bouabré had a vision – 
“the heavens opened up before 
my eyes and seven colored suns 
formed a circle around their 
Mother Sun” – that directly 
influenced much of his later 
oeuvre and led him to focus his 
work on the culture and history 
of the Bété people. Observing, 
documenting and archiving the 
beliefs, folklore, customs and 
knowledge of the population to 
which he belongs became a mis-
sion for the artist. First, he 
invented an alphabet for the 
Bété language, a system made 
up of more than four hundred 
pictograms; next, he began to 
create a sort of encyclopedia 
made up of thousands of draw-
ings produced with ballpoint pen 
and colored pencil on little 
pieces of cardboard paper. 
Always accompanied by texts, 
Bruly Bouabré's drawings pon-
der about life, death, love and 
man's relationship with the 
world and nature. In addition to 
the representation of everyday 
aspects such as objects, animals 
and symbols – Bruly Bouabré is 
interested in depicting every-
thing that can be revealed or 
hidden. Under the title World 
Knowledge, a larger cycle of 
drawings reveals an attentive 
and sensitive gaze that seeks to 
comprehend and share the most 
varied aspects of human existen-
tial experience.
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Gego

1912, Hamburg, Germany. 
1994, Caracas, Venezuela.

The work of Gego (Gertrud 
Goldsmith) poses a challenge to 
spatial, constructive, architec-
tural and cognitive structures. 
With an abstract-figurative 
character for which it is dif-
ficult to provide a disciplinary 
or stylistic classification, the 
line is an element of intercon-
nection and sustenance of space 
that explores the notion of 
fluidity and the infinite pos-
sibilities of reconfiguration 
of a poetics and that makes 
conceptual rigor explicit. At 
the same time Gego's practice 
relativizes certain cannons 
of constructivism, concrete 
art and some of the tendencies 
of South-American geometrical 
abstraction. Transforming both, 
the line drawn on the virtual 
space of paper and the opera-
tion in the third dimension into 
figurations and systems of con-
struction, Gego's works reject 
the rigidness of the condition 
of object in favor of the elabo-
ration of aesthetic research in 
fragility, ephemeral quality, 
technical precariousness of 
its production and establish-
ment in space. Creating organic 
ensembles through concomitantly 
chaotic and organized operations 
with materials, the artist's 
trajectory is characterized 
by flexible constellational 
modulations – not only in the 
aesthetic aspect, but also from 
a perceptive point of view 
– that exploit structural trans-
parencies capable of blurring 
the border between real space 
and the space of representation.
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Guy Maddin

1956, Winnipeg, Canada. 
Lives in Winnipeg, Canada.

Guy Maddin's remarkable universe 
of imagery was elaborated on the 
aesthetics of the three main 
vanguard movements in silent 
cinema of the 1920s – expres-
sionism, constructivism and 
surrealism. Creating a world 
saturated with unreality and 
based on audiovisual supports of 
multiple formats, Maddin's films 
are enveloped in a dreamlike 
atmosphere that alternates color 
filters and black-and-white 
sequences. Maddin updates silent 
cinema's world of imagination 
with his personal perversions; 
everything in his films pro-
vokes estrangement. Marked by 
expressionistic sets, surreal-
ist poetry, disturbing eroticism 
and themes of the bizarre, they 
reveal themselves to be sophis-
ticated pictorial compositions 
in plots replete with irony and 
nonsense. Aware that more than 
eighty percent of the silent 
films produced in the first 
decades of the 20th century 
have been lost – and moved by 
the acute sensation of absence 
caused by the lack of these 
images – Guy Maddin develops 
an ambitious project in which 
he invites the public to wit-
ness the creation of new films 
inspired by the missing reels.
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Hans Eijkelboom

1949, Arnhem, The Netherlands. 
Lives in Amsterdam, The 
Netherlands.

Hans Eijkelboom began his work 
in the 1970s, when conceptual 
art was transforming the vision 
of photography, bringing con-
sciousness of the ambivalent 
character of the image as docu-
ment and art into the public 
discussion. Eijkelboom explores 
these aspects of photography 
while investigating signs of the 
effects of exposure to the mass 
media in people's behavior. The 
artist portrays the streets of 
different cities in the world, 
identifying patterns he uses 
to create his series of “photo 
notes”. The discipline and 
rigor of his observations are 
reminiscent of certain aspects 
of anthropological studies. In 
creating systems and establish-
ing criteria in the midst of the 
chaos of the streets, Eijkelboom 
confronts notions of identity 
and the relationship between 
individuality and collective-
ness. At the same time, his 
practice serves as a method of 
visualizing the development of 
his own – and intimate – vision 
of the world. In a continuous 
process that already spans two 
decades, the artist constructs 
combinations and repetitions 
exclusively associated with 
his experiences and his fine-
tuned gaze, forming an extensive 
(self) portrait of society.
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Hans-Peter Feldmann

1941. 
Lives in Düsseldorf, Germany.

Hans-Peter Feldmann grew up in 
postwar Germany, in an envi-
ronment devoid of images. He 
considered those that he did 
see as windows into other 
worlds. Fascinated, Feldmann 
began to collect the images he 
would find in albums, a process 
that evolved into his practice 
as an artist. Working across 
disciplines, Feldmann consis-
tently exalts everyday figures, 
be it by juxtaposing series 
of photographs, coloring com-
mon objects or works of art, 
or recording ordinary scenes. 
His interest lies in the oppo-
sition between the object and 
the meaning attributed to it by 
man. Feldmann investigates how 
we impregnate everyday images 
with feelings lifted from our 
own personal and, at the same 
time, collective repertoire. 
In contrast to the images that 
encourage consumption and that 
pervade the contemporary world, 
the artist classifies and edits 
series of found or culturally 
established objects, leav-
ing them for the viewer to do 
their part and give rise to new 
significance.
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Hayley Tompkins

1971, Leighton Buzzard, England. 
Lives in Glasgow, Scotland.

The work of Hayley Tompkins 
defies categorization. Her 
delicate and often small-scale 
paintings, assemblages and 
sculptures are called “objects” 
by the artist herself, and 
counter the spectacular, the 
grandiose and the obvious. 
For Tompkins, it is essential 
for creation to take place as 
something natural, so as to con-
stitute a familiar and unforced 
process, as if it had already 
been carried out by someone 
else before. Her works take 
the focus away from formalist 
discussions and center on ques-
tions about what constitutes 
art. Her oeuvre requires the 
viewer to slow down. Indeed, 
pace is indicative of the intui-
tive and intimate work carried 
out by the artist – work that 
is, at the same time, universal. 
Her repertoire of images varies 
between the history of art and 
everyday rituals and objects. 
The figurative paintings from 
the beginning of her career have 
given way to abstract creations, 
which, according to the artist, 
suggest constructions, which 
for their part lead her to work 
with objects – from plants to 
cellular phones and computer 
keyboards. Tompkins considers 
them extensions of the body, 
connectors to the world. 
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Fungi library identified analytical coordinated
Growing fully edible good since

First difficult seen analysis found
Genus sure poisonous subdivisions reflect

Fall either present fall abundant
Ground mushrooms print readily basket

Fuller millions one nucleus Basidiomycetes
Gasteromycetes puffballs stinkhorns molds slime

Families microscopic are gilled divided
Green pull fringed wood spore

Written through the beginning section of 
The National Audubon Society Field Guide 
to North American Mushrooms (Knopf, 1981) 
using a diastic method, e.g. Jackson Mac Low, 
The Virginia Woolf Poems, written in 1976-77 
(Burning Deck, 1985).

Helen Mirra

1970, Rochester, United States. 
Lives in Cambridge, United 
States.

Mirra creates works in draw-
ing, sound, film, photography 
and installation. The artist's 
work, of minimalist expression, 
using only a chromatic palette 
of greens, blues and browns, 
evokes the allegorical impulse 
that confers upon its elements 
the function of articulating 
information and calls atten-
tion to the way we relate with 
nature, with the passing of 
time and with the space that 
surrounds us. Anchored in the 
voluntary displacements she 
systematically dedicates her-
self to, Helen Mirra's artistic 
practice explores the daily 
relationship between the natural 
world and the people who inhabit 
it. For Mirra, walking is a spe-
cific way of stimulating thought 
and a possibility for creat-
ing language. In the carefully 
planned walks she takes – alone 
or in the company of artist 
Ernst Karel – in different coun-
tries, Mirra avoids idealized 
presentations of nature and 
seeks to highlight the evocative 
qualities of a method of medita-
tive reflection that has been 
incorporated into her artistic 
poetics. Departing from dif-
ferent scientific, historical 
and aesthetic references, the 
artist experiences with methodi-
cal drifts – which involve 
repetitive actions and mirror 
the act of meditation – and cre-
ates works in drawing, sound, 
film, photography and instal-
lation that are later shown in 
exhibition spaces. The artist's 
work, of minimalist expression, 
using only a chromatic palette 
of greens, blues and browns, 
evokes the allegorical impulse 
that confers upon its elements 
the function of articulating 
information and calls atten-
tion to the way we relate with 
nature, with the passing of time 
and with the space that sur-
rounds us.
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Hélio Fervenza

1963, Sant'Ana do Livramento, 
Brazil. 
Lives in Porto Alegre, Brazil.

A visual artist, professor and 
researcher, Hélio Fervenza's 
visual and theoretical work is 
rooted in a profound reflection 
on the notions of presentation, 
exhibition and self-presen-
tation employed in the field 
of the arts. Considering the 
concept of presentation as 
a broader set of ideas than 
that of exhibition, Fervenza 
believes that the configura-
tion of an exhibition space may 
not be guaranteed solely as a 
result of the physical pres-
ence of an artistic production 
in the contextual environment 
established by the museum or 
by the gallery. Rather, it may 
be established, essentially, 
based on the intersecting of the 
apparati that act upon visual-
ity. Interested in forms of 
artistic realization that seek 
alternatives to the consecrated  
canonical molds of exhibition 
so widely disseminated in art 
– and which do not necessarily 
aim to accommodate themselves as 
exhibitions or even be directed 
at a particular audience – the 
artist has created the concept 
of self- representation, which 
emphasizes, in his words, “the 
processes of creation and per-
sonal artistic experiences, and 
the use of knowledge, situations 
or materials that do not belong 
to the field of art, to its 
practices or to its traditions.” 
For the artist, exhibition and 
self-representation thus consti-
tute two aspects of presentation 
in the field of contemporary 
art, while at the same time 
indicating limits to the scope 
of action of this field and 
related conceptions of art.
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Horst Ademeit

1937, Cologne, Germany. 
2010, Düsseldorf, Germany.

Composed of photographs and 
daily textual annotations, 
Horst Ademeit's work reveals 
the compulsive portrayal of 
his personal fears. Obsessed 
with documenting the impact on 
the health of individuals and 
on the environment caused by 
what he believed to be invis-
ible rays capable of endangering 
life on earth, the artist used 
a Polaroid camera to record his 
life. Over the course of more 
than twenty years, Ademeit pho-
tographed his apartment, his 
personal objects and his neigh-
borhood, focusing on streets, 
buildings, sidewalks, garbage, 
cars and bicycles. His images 
are always accompanied by anno-
tations about the place or about 
the objects portrayed – be they 
objective data collected using 
compasses, thermometers, clocks, 
electricity meters or other 
instruments, be they completely 
subjective information, such as 
his immediate impressions on the 
situations he experienced or the 
smells and sounds of the envi-
ronments in which he happened to 
be. Discovered just two years 
before his death, Ademeit's 
photographs denote the artist's 
ambition to decipher completely 
his time and place, and tell the 
story of an individual in the 
midst of an emotional crisis who 
sought to establish a sense of 
order in a world he considered 
chaotic.
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Hreinn Fridfinnsson

1943, Dalir, Iceland. 
Lives in Amsterdam, The 
Netherlands.

In his work, Hreinn Fridfinnsson 
blends genres such as land 
art, minimalism and arte 
povera. Having grown up in the 
Icelandic countryside, rela-
tively devoid of inhabitants, 
his work relates to natural 
phenomena and the mystery of 
time. Fridfinnsson is interested 
in creating works that inves-
tigate ideas of the self and 
time, thus conducting manifold 
poetic meanings. Fridfinnsson 
appropriates readymade and found 
objects with which he inter-
feres as little as possible, 
or uses leftovers from the day 
at the studio to constitute an 
impromptu sculpture. Inspired 
by the tales from the 1930s 
novel Icelandic Aristocracy by 
Thorbergur Thordarson, in 1974 
he instigated the House Project, 
a laborious reconstruction of 
a little hut in an unpopulated 
area of Iceland. In several 
other works, documentary pho-
tographs of rural Icelandic 
landscapes are coupled with 
written anecdotes of local lore 
and folkloric myths. For his 
works on paper, Fridfinnsson 
has asked exhibition curators 
and family members to create 
sculptural or performative work 
on his behalf. Thus the two 
opened colored paper envelopes 
pointing towards each other 
(Correspondence, 2007) or the 
series of paper cones that could 
be used to amplify an announce-
ment (Summer Nights, 1990) both 
metaphorically relate to differ-
ent intensities and velocities 
of interpersonal communication.
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Hugo Canoilas

1977, Lisbon, Portugal. 
Lives in Vienna, Austria.

Educated as a painter, Canoilas' 
work often takes a collab-
orative approach, engaging a 
studio practice as well as per-
formances and projects in the 
public space. For his pieces he 
chooses a wide array of ven-
ues, ranging from horticultural 
gardens behind the dunes of a 
Portuguese beach to the streets 
of London. Over the last decade 
his painting work has led him 
to establish a dialogue between 
abstraction and a style that 
nods towards socialist realist 
painting. In many of his works, 
the artist takes on a politi-
cal legacy that is widely fading 
from the urban landscape, and 
revisits history with a poetic 
approach. Canoilas affirms that 
his aim is “confrontation with-
out paternalism, explanations or 
any other form of mediation.” 
In recent years, Canoilas has 
also developed an interdis-
ciplinary body of works that 
spans sculpture, writing and 
musical performance in collabo-
ration with Portuguese artist 
João Ferro Martins under the 
umbrella title A kills B. For 
his participation in the Bienal, 
Canoilas has been studying the 
history of the Bandeirantes and 
their expeditions that took 
place between the 16th and 
18th centuries, which eventu-
ally culminated in a hunt for 
minerals such as gold and sil-
ver. Canoilas went on several 
trips into the interior of the 
state of São Paulo, itineraries 
based on the routes which the 
Bandeirantes originally took. 
The readings of literary works 
by Sérgio Buarque de Holanda, 
Mário de Andrade and Waly 
Salomão underpin his research in 
an attempt to prepare a number 
of poetic interventions along 
the way. Documentation from the 
journey serves as the basis for 
dialogue with the collection of 
the Casa do Bandeirante museum, 
located in the Butantã district 
of São Paulo. 
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Ian Hamilton Finlay

1925, Nassau, Bahamas. 
2006, Edinburgh, Scotland.

Ian Hamilton Finlay poetically 
evokes the complex relation-
ship between nature and culture. 
The artist's work is centered 
on the written word. Finlay 
wrote short stories and poems, 
some of which were published by 
Wild Hawthorn Press, which also 
distributed his posters, art-
ist's books, kinetic poems and 
objects. His experimentations 
with literature expanded, open-
ing up paths through concrete 
poetry and formalistic word 
construction devices to artistic 
conceptual processes in which 
the word would become a spatial-
ized expression. Little Sparta, 
the artist's property in Lanark, 
Scotland, where he lived from 
1966 onward, may be considered 
the place upon which all of the 
diversity of his language con-
verges. It is an immense garden 
of poems and sculptures, an 
incentive to the reading of the 
landscape as an image of itself, 
a place for the questioning 
of poetic, philosophical and 
even political thinking. Wooden 
plaques, engraved stones, obe-
lisks, bridges, trees, notches, 
rocks, lakes, installations, 
land art projects – the word 
occurs in the most varied of 
materializations. Finlay takes 
advantage of natural and archi-
tectural supports, at times 
negating their condition as 
objects, at others conforming 
their signifiers in an obvious 
manner. Every work has a wide 
potential of meanings that go 
beyond what vision or touch are 
able to recognize.
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Icaro Zorbar

1977, Bogota, Colombia. 
Lives in Bogota, Colombia.

Drawing references from a vast 
universe of literature, sci-
ence and music, the videos and 
sound installations of Icaro 
Zorbar materialize a poetic 
experience by providing a dif-
ferent perspective on the use of 
everyday materials. Combining 
old and low technology such 
as cassettes, walkmans, video 
recorders, vinyl records, turn-
tables, monitors, projectors, 
typewriters, fans, magnetic tape 
for audio or visual recording, 
and music Zorbar creates hybrid 
machines in order to explore 
the many facets of human nature 
and their interactions. He res-
cues discarded technology and 
repurposes it, giving objects 
new meaning. Some of his works 
contain a performative aspect, 
requiring Zorbar to be physi-
cally involved, in what he calls 
“assisted installations.” There 
is a melancholy of memory inher-
ent in his works as well as 
notions of fragility and nostal-
gia. Zorbar is most interested 
in enhancing human connections 
and performing interventions in 
life through the application and 
appropriation of technological 
refuse.
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Ilene Segalove

1950, Los Angeles, United States. 
Lives in Santa Barbara, United 
States.

Ilene Segalove is an artist, 
author, and a teacher. She 
has also been an independent 
National Public Radio producer. 
For the last 25 years she has 
produced work that champions 
the stories of women's lives. 
During the 1970s, Segalove 
edited artistic documentaries 
such as The Mom Tapes (1973-
75), about her family life in 
Beverly Hills, and TV Is OK 
(1976), about American televi-
sion culture. In these films 
Segalove often appears as a 
narrator telling stories with a 
distinctly dry sense of humor 
underlining their inherent cul-
tural criticism. Besides her 
films, Segalove has produced 
collages and photomontages that 
question the arts' potential for 
social change and their role as 
sophisticated entertainment. 
For example, in a collage enti-
tled Today's Program: Jackson 
Pollock, “Lavender Mist” (1973), 
she inserted a color reproduc-
tion of a Pollock painting into 
a black-and-white photograph of 
airline passengers watching an 
in-flight movie. The abstract 
painting substituted the drop-
down screen. In a recent series, 
Secret Museum of Mankind (2011), 
Segalove used herself as the 
“aging model.” In ironically 
humorous photo-narrative pan-
els she examines her wrinkles. 
The artist compares herself to 
women documented in a so-called 
anthropological collection from 
a 1937 textbook entitled Man's 
Secret Museum. Here, Segalove 
repeatedly objectifies herself 
as a retouched self-conscious 
model, mimicking the pathos 
and elegance of sixteen global 
females.
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Iñaki Bonillas

1981, Mexico City, Mexico. 
Lives in Mexico City, Mexico.

The photographic work of 
Iñaki Bonillas departs from 
poetic developments of per-
sonal and introspective nature. 
Concentrating on the origins of 
photography and on aesthetic 
re-readings of the conceptual 
practices of the 1960s and 70s, 
the artist expands the elements 
constituting the photographic 
milieu by connecting them with 
various other visual procedures. 
Conscious of the evocative 
power of images, Bonillas 
seeks to intensify the percep-
tion of photography as document 
and memory, juxtaposing images 
and creating original combina-
tions of images based on almost 
scientific procedures of compi-
lation, classification, editing 
and filing. Since 2003, when he 
began to produce works with his 
grandfather's personal photo 
archive, the artist has been 
creating reinterpretations of 
his own family history through 
conceptual arrangements that 
evoke minimalism and establish 
themselves as an open platform 
of readings – in which his memo-
ries appear to become universal 
and capable of receiving new and 
different interpretations.
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Iván Argote & Pauline Bastard

Iván Argote: 
1983, Bogota, Colombia. 
Pauline Bastard: 
1982, Rouen, France. 
Lives in Paris, France.

The main interest of this pair 
of artists, whose individual 
production runs parallel to 
the work they develop in part-
nership, lies in how the work 
of art reveals itself to the 
spectator. For Iván Argote and 
Pauline Bastard, it is in the 
system that things inhabit and 
at that moment in which sense 
is constructed that connections 
with the surroundings are cre-
ated. While Argote's attention 
is geared towards the relation-
ship between the public and the 
personal, Bastard looks more 
toward the conspicuousness of 
the impersonal quality of life 
in society. In their work Iván 
Argote & Pauline Bastard invite 
spectators to participate, 
impelling them to relate with 
one another, and to pay atten-
tion to what remains invisible 
in everyday life, breaking away 
from the social impositions 
that blind us to the details 
of everyday experience. Their 
work embodies a playful approach 
toward invented narratives and 
the insertion of the unusual, 
albeit simple, into everyday 
scenes. With a DIY approach Iván 
Argote & Pauline Bastard make 
spectators identify immediately 
with the works, which, amusing 
and sometimes naïve, invite them 
to participate in a fictional 
work, of very few artifices, 
about their own lives.
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Jerry Martin

1976, Bogota, Colombia. 
Lives in Lima, Peru.

Jerry Martin's drawings are 
reminiscent of the reading pro-
cess: stories take shape as 
letters are placed one on top 
of another. The words come from 
texts that discuss themes of 
interest to him. Also concerned 
with debating the value of art 
and of the artist's work on the 
current market, Martin uses the 
material itself as a metaphor. 
Technique and theme are mate-
rialized, employing as support 
old books, carbon paper and 
stacks of letters, which form 
faces, bodies and movie scenes. 
His constructions are akin to 
the conception of a world where 
images are unleashed by a story, 
but which is actually noth-
ing more than the reproduction 
and reconstruction of something 
that already exists. Martin 
moves freely between origin and 
representation, like the let-
ters that, placed on top of one 
another, make the identifica-
tion and comprehension of the 
critical texts he copies more 
difficult. We are left only to 
read the image that stands out 
and remain with any interpreta-
tion we may happen to have.
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Jiří Kovanda

1953, Prague, Czech Republic. 
Lives in Prague, Czech Republic.

Since the early 1970's, Czech 
artist Jiří Kovanda has pro-
duced a vast body of drawings, 
paintings, collages, actions 
and installations. Appropriating 
found objects and his own body, 
Kovanda's work spans between 
commenting on the minimalist 
tradition and scrutinizing the 
normalized world of everyday 
existence. His work touches 
on interpersonal relations, 
is ephemeral, humorous and can 
be so tenuous that it often 
goes unnoticed. The relations 
between daily routines and the 
role of the individual in mass 
society dominate Jiří Kovanda's 
actions that take place mostly 
unannounced on the streets, in 
apartments or exhibition spaces, 
with or without the participa-
tion of the public. Although 
Kovanda rejects a strictly 
political reading of his work, 
some of his often-surreal 
actions and interventions, such 
as I hide, September 1977, or 
Waiting for someone to call me … 
November 18, 1976 could have a 
political significance in that 
they provide possibilities for 
encounters and represent a dis-
turbance in the order of things. 
Friends often document Kovanda's 
actions, which challenge the 
idea of human contact in times 
characterized by isolation 
and doubt.
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John Zurier

1956, Santa Monica, United 
States. 
Lives in Berkeley, United States.

In search of the greatest pos-
sible sense of light, color 
and space in the most simple 
and direct way possible, John 
Zurier produces pictorial 
works of intense physicality. 
His work, mostly monochromatic 
and formally scant paintings, 
is characterized by constant 
investigation of the pictorial 
process and by an emphasis on 
the materiality of the paint 
and of the canvas. Referring 
simultaneously to abstract 
expressionism, postwar French 
painting and the aesthetics of 
Oriental painting, the artist's 
main interest lies in simplic-
ity and in the modulation of 
the surface. Constructed from 
overlapping layers of paint with 
an ethereal and surreal quality, 
Zurier's paintings are inspired 
by the conditions of light and 
color observed in everyday life. 
Without obeying predetermined 
rules that lead the composi-
tion, John Zurier's paintings 
emerge from the conditions of 
their very creation and reveal 
an atmosphere of silence and 
solitude that invites contem-
plation in order to promote an 
experience, at once evocative 
and unique, of revelation.
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José Arnaud Bello

1976, Oaxaca, Mexico. 
Lives in Mexico City, Mexico.

José Arnaud Bello's interdisci-
plinarily work develops from the 
construction of discreet connec-
tions between different fields 
of knowledge. Registering his 
projects in photographs, films, 
drawings and texts, the artist 
creates collections of documents 
in which aesthetic experience 
and poetic construction take 
on epistemological value. By 
way of a methodical process of 
identifying, manipulating and 
classifying relatable contents, 
José Arnaud-Bello elaborates 
a dense oeuvre that includes 
references from architecture, 
conceptual art, sociology, epis-
temology, physics, economics and 
geology. Each of the artist's 
projects, regardless of the 
medium used or specific context 
to which it refers, is defined 
by a particular interest in the 
form in which the visual dis-
course is established and in the 
processes through which situa-
tions and objects change – not 
only in the material sense, but 
also in the historical sense.
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Juan Iribarren

1956, Caracas, Venezuela. 
Lives in New York, United States.

Juan Iribarren's work appeared 
in his home country, Venezuela, 
in the mid 1980s, after a long 
period of training that took him 
from the United States to France 
between 1977 and 1987. During 
this time, a supposed return 
to markedly figurative paint-
ing dominated part of artistic 
discussions in the Western hemi-
sphere. Iribarren, for his part, 
swam against the tide of facile 
exaltation of the pictorial 
medium, with an oeuvre in which 
the uncertainty of painting in 
the face of the complexity of 
perception harks back to pre-
modern forms, such as Matisse, 
making evident the contemporary 
operativeness of painting with 
the prevalence of “humid-on-
humid” architectures – large 
color brushstrokes, smudges, the 
serial repetition of figures, 
etc. Iribarren's painting is 
characterized by a strict cli-
matic registry of atmospheric 
conditions: light, density, 
distance, composed in apparently 
abstract structures. His oeuvre 
is also developed through draw-
ing and digital photography – in 
which abstraction emerges as a 
form of perceptive ready-mades, 
as a truth found in the material 
conditions of representation. 
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Juan Luis Martínez

1942, Valparaiso, Chile. 
1993, Villa Alemana, Chile.

The unconscious wanders freely 
through the works of Juan Luis 
Martínez, which invite read-
ers and spectators to abandon 
the references we employ to 
understand the world. His 
visual poems are like collages 
in which meaning and signifier 
are detached from one another, 
whether or not they take on 
new connotations. An obvi-
ous and good-humored proximity 
with scientific and linguistic 
subjects suggests unusual con-
nections between universal or 
cultural references, signs and 
language itself. In his works, 
language does not crystallize 
the universe and knowledge, 
but, in a permanent movement of 
transformation, functions as a 
set of meanings, at times absent 
and inaccessible, which leaves 
them susceptible to various dif-
ferent interpretations and, as 
such, to the vulnerability of 
knowledge. Often, the construc-
tion of the poetic image emerges 
first in visual objects that 
guide and organize the poet's 
thinking. For Martínez, words 
are things with which it is pos-
sible to create a reality in 
which what is important is that 
which has been said and not who 
said or created it. This may be 
why the poet's signature appears 
scratched out in his books, 
which do not belong to him, 
since, after all, he understands 
himself merely an instrument of 
language.
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Jutta Koether

1958, Cologne, Germany. 
Lives in New York, United States.

Jutta Koether is a painter, 
performer, musician, critic and 
theoretician. Her multidisci-
plinary background is revealed 
in her work, which defies 
norms. Inspired by artists and 
intellectuals who created an 
alternative to the mainstream 
culture of the 1970s and 80s, 
such as filmmaker Kenneth Anger 
and singer and poet Patti Smith, 
Koether also collaborates with 
many other artists such as Tom 
Verlaine of the band Television, 
and Kim Gordon of Sonic Youth. 
The punk era, counterculture, 
feminism, pop culture and German 
“bad painting” are among the 
influences in Koether's abstract 
painting. Ranging from delicate 
brushstrokes to cartoon figures, 
her paintings are part of a 
larger oeuvre, an artistic prac-
tice in which performance, music 
and writing overlap. In recent 
years Koether has, employ-
ing her very own sensibility, 
reproduced a series of paint-
ings of well-known male artists 
such as Francis Bacon or the 
seventeenth-century French clas-
sical painter Nicolas Poussin. 
The resulting installations of 
these works invite the specta-
tor to reflect on expectations 
related to painting, exhibition 
display and the institutional 
context within which the work is 
presented.
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Katja Strunz

1970, Ottweiler, Germany. 
Lives in Berlin, Germany.

In her work, Katja Strunz 
employs recycled materials 
combined with newly designed, 
industrial or handmade ele-
ments. Conveying a distinctive 
modus operandi, Strunz refers 
to them as “constructed frag-
ments.” In her exhibition Sound 
of the Pregeometric Age (Camden 
Arts Centre, 2009-10), the art-
ist introduced sculptures made 
from ashtrays, cymbals and hotel 
reception bells that formally 
resemble instruments used by 
experimental musicians, anato-
mies from fauna and flora, or 
umbrellas. The sculptures carry 
the potential of an archeo-
logical find and at the same 
time evoke the sensation of 
Nachleben as outlined in the 
writings of Aby Warburg. The 
absence of an orchestra, which 
could be charged responsible 
for playing the pieces, lends 
these sculptures an almost 
robotic quality thus creating a 
dichotomy between the archaic 
and the futuristic. Departing 
from the formal considerations 
of her often-geometric sculp-
tures, Strunz recently focused 
on Polish avant-garde artist 
Władysław Strzemiński's alpha-
bet of forms from 1932. For a 
recent retrospective exhibi-
tion of Strzemiński in Łódź, 
Strunz assembled a series of 
walls, which, seen from above, 
formed the neologism Zeittraum 
(or Time Dream, developed by 
Walter Benjamin as part of his 
reflections on the philosophy 
of history), thus transform-
ing the exhibition space into a 
labyrinth of sorts that served 
as a support structure for the 
display of the Polish artist's 
works.
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Kirsten Pieroth

1970, Offenbach am Main, Germany. 
Lives in Berlin, Germany.

Kirsten Pieroth plays with per-
ceptive interpretation, with the 
tension between an event and its 
representation, and proposes a 
reorganization of the world as 
we know it. Transposing objects 
and everyday situations from 
their common habitat and iso-
lating and reorganizing them 
in an alternative narrative, 
Pierroth's works discuss dis-
placement and transformation, 
conceptuality and materiality, 
evidence and interpretation. 
Removed from their context, 
such objects and events lose 
their common perspective and 
create a chain of associations 
that invite the spectator to 
reconsider systems of refer-
ence, favoring the multiplicity 
of open and ambiguous read-
ings, histories and discourses 
that depend on interpretation. 
Having researched the histories 
of inventors like Marconi or 
Edison, for example, and more 
recently the representation 
of consumer products in print 
advertising, Pierroth plays with 
juxtapositions and connections, 
explores new possibilities of 
understanding the world, which, 
far from being static and rigid, 
are always subjective.
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Kriwet

1942, Düsseldorf, Germany. 
Lives in Dresden, Germany.

Since the mid 1960's, Kriwet 
has been producing films and 
radio programs for broadcast-
ing. In his film montages Kriwet 
dissects the aesthetics and 
dialectics of early television 
broadcasts. The antagonistic 
stance of language in his film 
and works continues in Kriwet's 
visual texts. On a number of 
occasions Kriwet has been com-
missioned for light, text and 
sign pieces in parliaments, 
universities or on factory 
grounds. Public space becomes 
exposed to literature: Publit 
(from “public literature”), 
according to Kriwet, has pro-
vided a new angle on reading. 
His Hortexte, Sprechtexte and 
Sehtexte, respectively, texts 
for listening, speaking and see-
ing, reveal a profound political 
involvement. While the artist 
collects texts from the mass 
media to dissect and reassemble 
with the purpose of creating 
something new, he criticizes 
contemporary literature which, 
according to the artist, should 
abandon inventiveness and stick 
to language in and of itself. 
His works, often designed in 
layers and circles without the 
pretension of a beginning or 
ending, liberate the viewer from 
the hierarchies of text and 
stimulate a new experience in 
language.
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Leandro Tartaglia

1977, Buenos Aires, Argentina. 
Lives in Buenos Aires, Argentina.

Since 2005 Leandro Tartaglia 
has collaborated with Pablo 
Accinelli on Actividad de Uso, 
a book series dedicated to the 
dissemination of the writing and 
visual work of artists based 
in Argentina. In 2011 Tartaglia 
worked with Matias Giuliani and 
Gustavo Terrio on Opera for 
Television, a six-night televi-
sion series in which audience 
and hosts collectively addressed 
social and political topics 
such as sexual micropolitics 
or healthy diets. In his per-
formances and theater pieces, 
Tartaglia often uses the city 
as a playground in a search for 
new venues that serve as inspi-
ration and backdrop for his 
storytelling. In many of these 
works, Tartaglia mixes compo-
nents: architecture, literature, 
music and field recordings. The 
artist thus creates alterna-
tive frameworks for the viewer 
to experience the history of 
a given place, as well as the 
role of public space in our day 
and age. In Tartaglia's propos-
als, every street corner is a 
possible theater stage - the 
participant travels in a time 
machine, discovering the long-
lost and forgotten in a struggle 
against collective amnesia. In 
São Paulo, Tartaglia researches 
an itinerary for a mobile the-
ater through the urban concrete 
jungle, during which partici-
pants pass by some of the city's 
emblematic sites. Travellers 
listen to an audio narrative 
produced by the artist and visit 
one of the Bienal venues outside 
Parque do Ibirapuera, a chapel 
constructed in 1825. It is a 
short tour of the city in which 
participants, donning head-
phones, listen to an imaginary 
radio program where music, tech-
nology, literature and history 
converge.
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Lucia Laguna

1941, Campos de Goytacazes, 
Brazil. 
Lives in Rio de Janeiro, Brazil.

Landscape is the main theme of 
Lucia Laguna's visual research. 
The artist blends the concrete 
and the fictitious in a pic-
torial oeuvre that seems to 
simultaneously evoke the rigor 
of formal abstraction and the 
classic gesture of represen-
tational painting. Overlapping 
dense layers of color – in which 
stripes, rectangles and other 
geometric elements dominate – 
Laguna poetically connects the 
urban landscape she observes 
from her studio window with a 
variety of images that stem from 
her research and imagination. 
In an apparent state of perma-
nent transformation, her works 
bear evidence of the expansion 
of time and the orchestrated 
interference of the many hands 
involved in their creation. 
These paintings, which in many 
cases are only begun or con-
cluded by the artist, remain 
for long periods of time in 
action and their formal outcome 
depends on the sensibility of 
her collaborators – who work 
with the certainty that sooner 
or later their interventions 
will almost completely disap-
pear under the subsequent layers 
of paint added by Laguna. This 
notion of suspension hints 
towards the sensation that, far 
from being finished products, 
Laguna's works awaits the moment 
a new intervention will occur, 
this time from the eye of the 
spectator.
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Marcelo Coutinho

1968, Campina Grande, Brazil. 
Lives in Recife, Brazil.

Driven by his yearning to under-
stand what takes place outside 
of the language realm, Marcelo 
Coutinho has concentrated his 
theoretical and visual research 
around the creation of words 
that seek to contradict the 
pre-established code of inher-
ited language. Begun in 1997, 
the artist's project initiated 
the construction of a diction-
ary founded on a paradox: the 
naming of something whose very 
nature is to escape denomina-
tion. For this dictionary, 
Coutinho created verbs, adjec-
tives, nouns and pronouns. These 
neologisms seek to define the 
conditions caused by perceptive 
slips, spatial ruptures, bodily 
lapses, as well as temporary 
absence and sudden invasion of 
other logics. To illustrate his 
observations, the potential of 
communication on his neologisms, 
the artist began to manifest 
them in performances, photo-
graphs, objects, sculptures, 
installations and elaborate 
audiovisual experiences. The 
attempt to materialize the act 
of naming what escapes us has, 
for Coutinho, always been a pos-
sibility to reveal the breakdown 
of representation.
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Marco Fusinato 

1964, Melbourne, Australia. 
Lives in Melbourne, Australia.

Marco Fusinato's work transcends 
disciplines, between experi-
mental music and a visual art. 
His early influences were The 
Clash, Sex Pistols, and The 
Ramones. He has been fascinated 
with the political awareness 
of these punk music icons. 
Without having undergone any 
formal music training, Fusinato 
has worked with musical scores 
mainly in a pictorial manner. 
For the Mass Black Explosion 
(2007) series he intervened on 
scores by Mauricio Kagel, John 
Cage, Morton Feldman and Iannis 
Xenakis, among many others. By 
connecting scores and musical 
notations at disparate spots on 
the sheet, he created an alter-
native reading and imaginary 
performance of the historical 
compositions. In the series 
Noise & Capitalism (2010-11), 
Fusinato introduced some of his 
major influences with materials 
drawn from his personal col-
lection of pamphlets and zines 
– among them The Capitalist 
System, a pamphlet by Russian 
collective anarchism theorist 
Mikhail Bakunin (1814-76), and 
“Theses on the Imaginary Party” 
(1999), a manifesto by French 
philosophical journal Tiqqun. 
Photographs that depict riots 
and political actions accompany 
the texts. The installation 
Imperical Distortion (2012) 
reflects the embellishment of 
indigestible media information 
we are confronted with each day. 
It features a series of global 
statistics updated in real time 
from different internet sources 
and yet leaves the facts up 
for speculation. The viewer 
activates the work upon inter-
vention, triggering 2520 watts 
of fluorescent white light and 
a deafening 100-db white noise 
source. 
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Mark Morrisroe

1959, Malden, United States. 
1989, Jersey City, United States.

When he was seventeen years old, 
Mark Morrisroe experienced some-
thing that would leave its mark 
on his trajectory as a photogra-
pher and performer: he was shot, 
and the bullet was to remain 
lodged in his back for the rest 
of his life. When he was given 
a Polaroid camera, he began a 
courageous artistic career, at 
times incorporating photos of 
prostitutes with X-rays of his 
thorax or even exposing his own 
body, those of his friends and 
lovers and those of person-
alities from the American punk 
scene in images scrawled with 
dedications, annotations and 
registers of his daily life. 
Morrisroe's work has the body as 
its main theme, and it is also 
centered on processes of manipu-
lation, such as coloration and 
the combining of two negatives 
for the exposure of a single 
image. The spirit of freedom and 
spontaneity that illustrated his 
poses of undressed youths, don-
ning make-up or wearing garish 
clothes, seems to have taken on 
an aura of decadence and sad-
ness when Morrisroe found out he 
was HIV positive. In his final 
days, in the hospital, he impro-
vised a makeshift laboratory and 
even caught a glimpse of pos-
sibilities of experimentation, 
altering his exams and X-rays 
into abstract, colored series. 
The artist died young, leav-
ing behind a collection of some 
2,000 images. 
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Martín Legón

1978, Buenos Aires, Argentina. 
Lives in Buenos Aires, Argentina.

Susceptible to falling within 
what sociologists would call 
“socially explicit sadism,” 
Martín Legón's work is charac-
terized by its rapid elaboration 
and by a tenuous nostalgia mixed 
together with cynicism. His 
multidisciplinary works – paint-
ing, instalation, photographs as 
well as video – deal with the 
perversion of social systems and 
codes and with issues of author-
ship and the modus operandi of 
the contemporary art world. 
Questioning notions of author-
ship and artistic pursuit from 
an anthropological and social 
standpoint, the questions which 
the artist asks himself revolve 
around the idea of power and the 
ways to approach notions of work 
within the artistic discipline. 
Considering art as a proof of 
resistance against rationality 
and objectivity, Legón invests 
in the gratuity of artistic cre-
ation and elaborates a visual 
poetics that is placed in dis-
sent with the contemporary set 
of ideas that makes the artist 
a laborer. Legon proposes that 
art, as an immaterial activity 
directed toward thought, should 
serve as a tool to transform the 
world – a set of ideas that sets 
apart his creative trajectory 
with an undisguisable and latent 
tension between resignation and 
utopia.
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Maryanne Amacher

1938, Kane, United States. 
2009, Rhinebeck, United States.

Educated in music, Maryanne 
Amacher (1938 – 2009) was a com-
poser, performer and multi-media 
artist known for her original 
thought and dramatic architec-
tural staging of music and sound 
since the 1960s. Her experi-
mental sound installations and 
multimedia works often required 
full buildings and radical-
ized ways of hearing as the 
center of her practice. While 
Amacher was living, her work 
was made on site in a highly 
experimental dialogue between 
audio materials she developed 
from the late 60s to 2009, the 
architectural acoustics of the 
site, and themes often derived 
from present-day science, sci-
ence fiction, and aspects of the 
site's history. Visual materials 
were used to “stage” the audio 
by establishing links to extra-
sonic themes and to bring the 
audience into particular listen-
ing vantage-points. This process 
and the perceptual results of 
this dialogue for a visitor are 
perhaps the most accurate way to 
identify her artistic works. As 
she wrote in Intelligent Life, 
“The real priority here is not 
the sound and patterns we make 
with musical instruments, but 
the tones and shapes our minds 
create in response ...”. Supreme 
Connections: Capela do Morumbi 
is part of an ongoing process to 
uncover a model for the realiza-
tion of Amacher's site-adaptive 
work after her death.
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Meris Angioletti

1977, Bergamo, Italy. 
Lives in Paris, France.

Meris Angioletti's work seeks 
to translate the invisible. 
Exploring the territory between 
art and science, the artist 
investigates the mechanisms of 
perception, memory and the sub-
conscious. Through analyses in 
which image and written work 
complement one another, Meris 
Angioletti creates installa-
tions of light and sound, video 
projections, publications and 
photographs. Her objective is to 
establish a relationship between 
physical and mental space in a 
way that drives the spectator to 
generate internal visions. The 
creation of mental images, the 
free association of ideas and 
intuition are some of the fields 
that have yet to be completely 
explained by science. Meris 
Angioletti explores the connec-
tions between the visible and 
the invisible, the unconscious 
and the conscious. The concept 
of translation is a key element 
to her creation – both as a men-
tal activity, in which outside 
stimuli are translated in order 
to make comprehension possible, 
and as a phase of the cre-
ative process, in which thought 
is translated into artistic 
expression. In her works, the 
artist translates numbers into 
movement, memory into dia-
logue, historical events into 
images, and mental mechanisms 
into sounds. The interlocu-
tor is presented with a zone of 
transition.
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Michel Aubry

1959, Saint-Hilaire du Harcouët, 
France. 
Lives in Paris, France.

A connoisseur of music and the 
manufacturing of musical instru-
ments, designer and visual 
artist Michel Aubry combines 
furniture, instruments, fabrics 
and tapestry. In his installa-
tions, animations and objects 
the artist makes use of tonal 
scale methods, similarities 
between heterogeneous cultural 
realities and mathematical pro-
portions. Tables, chairs or 
uniforms become musical sculp-
tures based on a sound metrics 
conversion table. The length 
of the wooden flutes used in 
the creation of his furniture 
and uniforms corresponds to the 
pitch of the tones. Borrowed 
objects are remanufactured based 
on historical, political or geo-
graphical references. Others are 
reconceived, such as the laune-
das, Sardinian wind instruments 
that are recurring elements in 
the artist's works, to produce a 
series of forms. The enigmatic 
pieces reveal their modes of 
production to the spectator in 
simplified shapes, reduced lines 
and obvious seams. Aubry's work 
addresses political and social 
symptoms that permeate world 
cultures and histories, combin-
ing traditional and contemporary 
elements.
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Mobile Radio

Knut Aufermann: 
1972, Hagen, Germany. 
Sarah Washington: 
1965, Redhill, England. 
Live in Ürzig, Germany.

As members of the London 
Musicians' Collective (LMC), 
Sarah Washington and Knut 
Aufermann were cofounders of 
London's first radio art sta-
tion, Resonance 104.4FM, in 
2002. The station has been pro-
viding a new model for community 
media and has asserted itself 
as a platform for experimental 
art practice for thousands of 
artists, writers and thinkers 
from across different communi-
ties. Following their experience 
at Resonance FM, Washington and 
Aufermann started Mobile Radio 
in September 2005. Washington 
and Aufermann perform at media 
and art festivals, confer-
ences and universities, and 
contribute to one-off events 
with short-lived radio sta-
tions, special live broadcasts 
and edited pieces. Together 
and individually they partici-
pate and organize workshops and 
talks, radio installations and 
concerts, mostly around Europe. 
For their appearances, Mobile 
Radio regularly collaborate with 
a large group of musicians and 
radio producers from around the 
globe, most prominently with 
the 22 radio art stations that 
currently form the Radia net-
work. Mobile Radio's interest 
in radio technology extends into 
the realm of sound performances 
with their live electronic 
improvised music duo Tonic 
Train – radio terminology for 
“interrupted continuous wave” 
– which features radio feedback 
and minitransmitters built into 
circuit-bent instruments. Mobile 
Radio affirm: “Our mission 
remains the same as it was the 
first day we first set off on 
our epic airwave adventure: to 
seek out new forms of radio by 
taking radio production out of 
the studio environment.”
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Moris

1978, Mexico City, Mexico. 
Lives in Mexico City, Mexico.

Moris belongs to a generation of 
Mexican artists that includes 
figures such as Gabriel Orozco 
and Francis Alÿs as its refer-
ences. In an attempt to take in 
the ephemeral and spontaneous 
qualities of that which is rou-
tinely seen, but which is too 
close to the banal to reveal 
itself as an aesthetic strat-
egy or artistic raw material, 
Moris acts as a sort of social 
sculptor of the visual, an eth-
nographer of urban space. The 
artist appropriates improvised 
furniture, precarious devices 
of vernacular design made by 
people who live on the streets. 
He observes marginal populations 
and the Mexican working class 
and is interested in the visual 
vocabularies, popular writings 
and processes of the construc-
tion of utilitarian objects on 
the streets, which are often 
employed as part of a tactic 
for surviving the system. Moris 
appropriates and rehabilitates 
these apparatuses, pointing 
out fundamental questions with 
regards to social violence, 
imbalances of power and forms of 
resistance: an old mattress is 
transformed into a sleeping bag; 
leftover wood into a shelter; 
metal, cardboard and plastic 
bottles form the structure for 
a bridge. One could suppose 
that there is a utilitarian and 
social connotation in these 
operations of object transposi-
tion: the artist uses them to 
transform spaces and highlight 
the personalities and conditions 
of the environment from which 
they come.
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Moyra Davey

1958, Toronto, Canada. 
Lives in New York, United States.

Moyra Davey is a photographer, 
filmmaker and writer. In her 
Notes on Photography & Accident 
she writes: “Where something 
is lost, redirect energy, fol-
low the derive, the chance and 
flow of what life tosses us, and 
make something new instead.” 
Her photographs follow these 
instructions. Davey portrays 
empty domestic interiors, acci-
dental arrangements of objects 
and dusty, obsolete devices. 
Outmoded newspaper stands, dated 
record albums or penny coins 
are of interest to her. She 
investigates a heating pipe in 
her apartment, a half-emptied 
bookshelf during her family's 
move or a box of cornflakes on 
top of a refrigerator. Her pho-
tographs are constituted not of 
the monumentally staged, but by 
the accidentally discovered. In 
her writing, Davey has focused 
on the feminist agenda in The 
Problem of Reading, from 2003, 
and The Mother Reader: Essential 
Writings on Motherhood, from 
2001. Other texts are conceived 
in a diary style with chapters 
dealing with writer's block or 
opening under titles such as 
“Consumption,” “Love,” “Lost” 
and “Transformation.” Davey's 
films also reflect her passion 
for literature. In Hujar/Palermo 
(2010) she depicts the pages of 
a photo album by Peter Hujar 
entitled Portraits of Life and 
Death (1976) being flipped. The 
camera stops over a fragment 
from Susan Sontag's introduction 
that reads: “life is a movie – 
death is a photograph.” For My 
Necropolis (2009), Davey filmed 
the Père Lachaise cemetery in 
Paris and the tombstones of 
Simone de Beauvoir, Marguerite 
Duras, Gertrude Stein and Jean-
Paul Sartre while a voice-over 
discusses the philosophical 
notions of time.
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Nascimento/Lovera

Juan Nascimento: 
1969, Caracas, Venezuela. 
Daniela Lovera: 
1968, Caracas, Venezuela. 
Live in Caracas, Venezuela.

Juan Nascimento and Daniela 
Lovera's work takes the form of 
printed matter and moving image. 
For several years the couple 
has been working on a project 
altering mainstream film and 
video by inserting and remov-
ing entire sequences of films, 
thus disrupting the narrative of 
commercial productions. After 
completing the alternations, 
they feed their manipulated 
works back into the circuit, 
presenting them at film screen-
ings, inserting them into video 
rental stores and distributing 
them through street vendors. 
Nascimento/Lovera are inter-
ested in the idea of history 
as fiction and in the possible 
analogies produced with the 
construction of filmic narra-
tive and the construction of 
historical discourse. As the 
artists themselves have stated, 
“fiction is equivalent to his-
tory: history with a capital H 
is a main narrative construction 
that operates in contradictory 
terms with alternative micro-
histories.” Their work Untitled 
(National Archives), 1997-2011 
is part of a media archeol-
ogy trove assembled from photos 
taken from the local press and 
the Internet. By constructing 
a relationship between these 
images, Nascimento/Lovera con-
ceive an index of links between 
political events and aesthetic 
representations. For the opening 
days of the Bienal, the duo has 
invited a local military band 
to perform “Techos de Carton,” 
a theme composed by Venezuelan 
communist Alí Primera (1942-
1985), a musician, composer and 
poet. During the performance, a 
samba group will join the mili-
tary orchestra. The climactic 
moment is to happen when the two 
groups succeed in performing the 
music in synch.
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Nicolás Paris

1977, Bogota, Colombia. 
Lives in Bogota, Colombia.

Basing himself on the notion of 
artistic experimentation as an 
educational possibility, Nicolás 
Paris opposes nature and reason 
to construct a poetic centered 
on the senses triggered by 
representation. Making use of 
minimal gestures in the composi-
tion of his drawings and subtle 
interference in ordinary objects 
to destabilize the observer's 
perception, the artist elabo-
rates his works with ideas that 
go beyond the act of drawing and 
are often transformed into ludic 
exercises in creative experi-
mentation. Configured more as 
suggestions or potential objects 
than as static pieces for con-
templation, Paris' works are a 
sort of chronicle, a reinterpre-
tation of collective work and of 
the possibilities of communica-
tion. In allowing his drawings 
to be acted upon by the public, 
his work coincides with his way 
of interacting with the world 
and is disclosed in an aggregat-
ing act of doing that instigates 
creative potential. Like an 
invitation to action, the situa-
tions Nicolás Paris creates are 
at once simple and unusual and 
point toward the understanding 
that creative experimentation 
not only places sensitivity at 
the forefront, but also wedges 
open new and unusual spaces in 
the construction of knowledge.
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Nino Cais

1969, São Paulo, Brazil. 
Lives in São Paulo, Brazil.

Employing the household uni-
verse with an evident interest 
in allegorical construction 
and the everyday banality of 
circumstances, Nino Cais fuses 
his body to household uten-
sils in the elaboration of an 
artistic poetic that seems open 
to an infinity of combina-
tions and re-combinations. In 
order to extract poetry from 
his physical relationship with 
commonly used objects, the art-
ist displaces plants, clothes, 
teacups, bowls, pans, vases 
and towels, shuffling their 
order in photographic and vid-
eographic compositions that 
blend strangeness, affection and 
irony. Through the production 
of drawings and collages or the 
creation of disconcerting situ-
ations to be photographed or 
filmed – not as documents, but 
as visual works to be presented 
to the public – the artist uses 
his body as a material for his 
sculptures and raises questions 
about the impossibility of cat-
egorizing contemporary artistic 
production. Divesting the human 
body of singularity and jux-
taposing it with objects that 
seem to avoid acquiring symbolic 
functionality, Nino Cais pro-
poses an aesthetic play in which 
the human being, in substitut-
ing his features with things and 
fusing with the inanimate, seems 
to long to return to a genera-
tive stage – ever becoming the 
other, transmuting, taking on 
countless identities. 
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Nydia Negromonte

1965, Lima, Peru. 
Lives in Belo Horizonte, Brazil.

Using various different 
media – drawing, sculpture, 
installation, photography, 
appropriation, video and on-
site interventions – Nydia 
Negromonte's work questions 
the strength of the object and 
the limits of artistic lan-
guage. She dismantles immediate 
expectations of reception and 
understanding of an artistic 
project. Negromonte turns inter-
stices in the built environment 
into a platform for existential 
inquisitiveness. The artist 
is interested in the human's 
relationship with the spaces 
we circumstantially inhabit. 
Exploring the multiple possi-
bilities of the material in an 
attempt to make the notion of 
temporality permeable, Nydia 
Negromonte's aesthetic operation 
seems to consist only of poten-
tializing the support of the 
work of art, reinforcing it and 
revealing its less evident char-
acteristics through alterations. 
Her alterations in the spaces, 
situations and contexts in which 
she performs are occasional, 
precise and of a disconcerting 
simplicity. Without trying to 
mimic the environment and dis-
close the poetic and spiritual 
qualities hidden in the material 
layers of specific spaces, the 
artist exposes her mastery of 
a sophisticated formal thought 
process. Her works establish new 
meanings and extract the great-
est possible potential from the 
contexts with which she allies 
her artistic actions.
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Odires Mlászho

1960, Mandirituba, Brazil. 
Lives in São Paulo, Brazil.

The appropriation of forgotten 
images covered in dust or hidden 
in books, and their reconstruc-
tion, so as to tie together 
almost impossible anachronistic 
encounters among them, populates 
the poetics of Odires Mlászho. 
The artist removes these images 
from books and sculpts, pastes, 
cuts, rubs, soaks, rips, coils, 
wears them out - in short, he 
modifies and re-photographs 
them, and what we see is evi-
dence of this process. After 
transforming this visual con-
tent into collages, the artist 
puts it back into circulation 
within different means. “But in 
exchange, I impose a condition: 
I want their soul. I want to get 
something back in this perverse 
game,” he affirms. Books are 
also objects of manipulation for 
Odires: volumes, covers, pages 
and spines are violated and 
almost always lose that inher-
ent quality that permits them 
to be handled. Thus encyclope-
dias, photo editorials, special 
reports and botanical compen-
diums become book-sculptures, 
offering themselves up to active 
contemplation. The artist con-
figures new limits and spacing 
between a sculpture and a book. 
Mlászho creates an uncertainty 
that invades our gaze, and 
produces a symbolic game that 
departs from his reference point 
– the book – which is the deter-
mining factor of his oeuvre.
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Olivier Nottellet

1963, Algiers, Algeria. 
Lives in Lyon, France.

Olivier Nottellet's work appears 
as a unique and hard-to-classify 
case of the French contemporary 
art scene. Recognized as an art-
ist's artist, his production is 
characterized by a faithfulness 
to the potentialities of drawing 
as a poetic practice. A master 
draftsman, Nottellet creates a 
specific world in which certain 
obsessions with figures – the 
body fragmented and subject to 
various gravities – give way to 
a grammar of illogical figura-
tions, precarious equilibriums, 
large tectonic fields that are 
allegories of the very graphic 
language itself and of the fra-
gility of human existence. With 
ties to a generation of art-
ists that emerged in France in 
the late 1980s, and in which 
Absalon was also prominent, his 
work develops into installa-
tions and mural paintings, in 
which drawings are emancipated 
from their conventional limits 
and supports, and become three-
dimensional. In Nottellet's 
oeuvre there is a voluntarily 
limited repertoire in terms of 
color – he uses only yellow, 
alongside blacks and whites. He 
also deals with a specific range 
of objects: light bulbs, chairs, 
tables, tubes; and frequently 
presents the human body in 
metonymic fragmentations, con-
stituting alter-forms capable of 
evoking pre-modern figures, such 
as Francis Picabia, and making 
evident a contemporary survival 
of the Dada and surrealist 
spirit in an age character-
ized by the digital collapse of 
visual narratives. 
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Pablo Accinelli

1983, Buenos Aires, Argentina. 
Lives in Buenos Aires, Argentina.

Working mostly with drawing, 
sculpture and installation, 
Pablo Accinelli uses analytical 
mechanisms to create his artis-
tic investigations. Employing 
language and tools of geometry, 
Accinelli explores the dichotomy 
between order and chaos, the 
external and internal, the 
present and the past, and the 
literal and metaphorical. In 
Todo el tiempo (2011), Accinelli 
portrays a black circle moving 
on a series of pages in har-
monious order, sometimes as a 
whole or in its parts, alluding 
to the moon and its many cycles 
of phases or to the cosmos – an 
ordered universe. The drawing 1, 
2, 3… (2010) lists the numbers 
one through ten consecutively 
in two rows in a serial man-
ner, with each number becoming 
less prominent and disappear-
ing until the number ten is 
reached, thus questioning the 
use of numbers or symbols as a 
study of measurement in a fixed 
order. Influenced by the works 
of Alejandro Puente (Argentine, 
born 1933), who studied color 
in a systematic way through the 
use of mathematics, chromatic 
scales, and codified charts, 
Accinelli similarly applies his 
own visual tools to create geo-
metric microcosms – models or 
systems that bear analogies to 
a larger system of configuration 
or development.
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Pablo Pijnappel

1979, Fontenay-aux-Roses, France. 
Lives in Rotterdam, The 
Netherlands, Berlin, Germany, and 
Rio de Janeiro, Brazil.

Albeit an passionate reader 
today, while growing up between 
continents and between different 
languages, “images were given 
precedence and words remained 
in the background”, Pijnappel 
writes in his book A Vision In 
Time (2011). The serendipi-
tous and non-sequential mode 
of visiting the movie theatres 
as a child in the Brazil of the 
1980's, may have also impacted 
on the cinematic imagination 
of Pijnappel. Produced on dif-
ferent film and slide formats, 
his films have been influenced 
by the history of psychoanaly-
sis and the trajectories of 
people with great importance in 
his life. In a montage style, 
Pijnappel creates portraits of 
individuals and places, some 
from his immediate surround-
ings, some who played a key role 
in his family life. Multiple 
narratives construct and trace 
different paths of memory, 
identity and dislocation, trade 
facts with fiction and gener-
ate infinite possibilities for 
associations and readings that 
the viewer must help complete by 
filling in the gaps in an often-
labyrinthine narrative.
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‘Surely all art is the result of having been in danger, of having gone through an experience all the way to the end, to where no one can go any further. The further one 
goes, the more private, the more personal, the more singular an experience becomes, and the thing one is making is, finally, the necessary, irrepressible, and, as nearly as 

possible, definitive utterance of this singularity…..

….So, we are most definitely called upon to test and try ourselves against the utmost, but probably we are also bound to keep silence regarding the utmost, to beware of 
sharing it, of parting with it in communication so long as it has not entered the work of art: for the utmost represents nothing other than that singularity in us which no one 

would or even should understand, and which must enter into the work as such, as our personal madness, so to speak, in order to find its justification in the work and reveal 
the law in it, like an inborn drawing that is invisible until it emerges in the transparency of the artistic.’

Extract form Rilke's Letters on Cezanne

Patrick Jolley

1966, Bangor, Ireland. 
2012, New Delhi, India.

Encompassing photography, 
video, installation and cin-
ema, the work of Patrick Jolley 
stresses a personal vision of 
reality, in which disturb-
ing and often violent elements 
appear tainted by the absurd 
and black humor. With hypnotic 
images that resist conventional 
narrative structures, the art-
ist's work is characterized by 
dense, fragmentary and oblique 
sequences of images in which 
strange situations take on an 
almost supernatural accent. The 
inceptions of his projects are 
based on his personal impres-
sions – residual sensations left 
over by a specific situation or 
event – that set the tone of his 
uncommon visual and historical 
experiments, which go beyond 
narrative and open up a wide 
range of suggested meanings. The 
artist composes his images as if 
they were ephemeral sculptures, 
built with extremely fragile 
elements, and allows every piece 
to be configured as an explora-
tion of heterogeneous factors 
and contexts within the scope 
of an audiovisual production. 
Like tenuous ambiences made up 
of components so unstable that 
they only remain viable for 
mere instants, his films create 
uncanny atmospheres that invest 
everyday experiences with fan-
tasies, elevate physicality and 
wobble our conceived notion of 
reality.
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Paulo Vivacqua

1971, Vitória, Brazil. 
Lives in Rio de Janeiro, Brazil.

With an education in erudite 
music, Paulo Vivacqua elabo-
rates his works based on the 
intersection of sound and visual 
languages. He seeks a hybrid 
territory between materiality 
and sound, between the intangi-
bility of time as measured by 
sound and the physicality of the 
space in which the work of art 
is established. Vivacqua cre-
ates installations which are 
intrinsically related to archi-
tecture and the contexts of the 
environments in which they are 
set up. Using visual and audio 
devices strategically placed in 
specific spaces, Vivacqua sug-
gests invisible trajectories in 
which the sounds, throughout 
the space and time previously 
configured by him, give rise to 
imaginary narratives. His works 
impose themselves as immersive 
ambiences in which space, sound 
and subject blend with and 
complement one another. Invested 
in an artistic experience open 
to all sorts of contamination, 
Paulo Vivacqua composes a singu-
lar and dynamic oeuvre in which 
sound conducts thought, thought 
evokes image, image promotes 
atmosphere and atmosphere rees-
tablishes sonority.
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PPPP

1955, Lima, Peru. 
Lives in Lima, Peru.

PPPP (Produtos Peruanos para 
Pensar, or Peruvian Products 
for Thinking) is a one-man 
collective made up solely of 
Alberto Casari. His alter-
egos – writer and visual poet 
Alfredo Covarrubias, paint-
ers Arturo Kobayashi and El 
Místico, and art critic Patrick 
Van Hoste, who is responsible 
for documenting the collec-
tive's achievements by carrying 
out interviews, produce works 
that are signed with the com-
pany's logo. Casari explores the 
relationships between different 
aspects of his complex artistic 
personality: a conceptual incli-
nation toward poems and texts 
triggers their inclusion as 
visual materials in his paint-
ings, installations, drawings 
and sculptures. In other pro-
ductions PPPP ergonomically and 
structurally alters the design 
of everyday objects. Relying on 
the referentiality of art his-
tory, his paintings are charged 
with the legacies of other art-
ists. PPPP conjugates notions 
of authorship, in an attempt 
to negate the fetishisation of 
the work, as the product of an 
emotional and subjective expres-
sion, as an essential assumption 
for man's relationship with art.
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Ricardo Basbaum

1961, São Paulo, Brazil. 
Lives in Rio de Janeiro, Brazil.

Ricardo Basbaum's art occupies 
the invisible limits between 
word and image, text and work of 
art, spectator and artist. His 
artistic production is intrin-
sically linked to his work as 
a theoretician and writer. In 
his diagrams and sculptural 
installations, Basbaum has been 
researching and visualizing net-
works and mediation structures. 
Often of participatory nature 
Basbaum invites the public to 
abandon automated behaviors, 
to move beyond representation, 
to accept art as an experience 
and to participate actively in 
the creative process. The con-
tribution resulting from this 
interaction is considered by 
the artist to be a part of the 
work itself, which it in turn 
modifies. Basbaum's work pro-
poses plural experiences that 
break with genres and styles and 
reveal the constructive ten-
sion between the near and the 
far, inside and outside, thought 
and feeling, individual and 
collective. As part of his pre-
sentation at the Bienal, Basbaum 
organizes two collective con-
versations, which discuss topics 
inherent to the artist's work: 
“speech, voice and text” (fala, 
voz, texto) and “experience, 
groups, collectives” (experien-
cia, grupo, coletivo).
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Robert Filliou

1926, Sauve, France. 
1987, Les Eyzies, France.

The search for an approximation 
between art and life, and an 
emphasis on experimentation and 
the creative process are cen-
tral aspects in Robert Filliou's 
poetics. A member of Fluxus, an 
aesthetic movement of performa-
tive character that postulated 
that art should not be expressed 
in the form of objects, Filliou 
conceived his artistic practice 
as a kind of game – one that 
could take place even when it 
was nothing more than indica-
tions or unfinished projects. 
Filliou aimed to integrate all 
of life's acts with the making 
of art; he therefore constantly 
invited audience members to par-
ticipate in his works, because 
he saw his artistic practice 
as a means of a direct action 
on the world. Without concern-
ing himself with the creation 
of so-called “works of art,” 
Filliou would use any mate-
rial – as long as it transmitted 
his ideas and thoughts and as 
long as it served as a con-
nector between the subjective 
territories of human beings. 
With their foundations lying in 
poetry, humor, the use of banal 
materials and the appropriation 
of everyday elements, Filliou's 
works highlight the ephemeral 
and undermine the deep-rooted 
notions we maintain about what 
art is or should be. In his own 
words, “I am not just interested 
in art, but in society of which 
art is one aspect. I am inter-
ested in the world as a whole, 
a whole of which society is one 
part. I am interested in the 
universe, of which the world is 
only one fragment. I am inter-
ested primarily in the Constant 
Creation of which the universe 
is only one product.”
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Robert Smithson

1938, Passaic, United States. 
1973, Amarillo, United States.

Exploring different genres and 
media, including sculpture, 
drawing, installation, photog-
raphy, cinema and text, Robert 
Smithson is considered one of 
the most intriguing artists of 
the 20th century. Best known 
for his provocative earthworks 
and for his interventions in 
remote landscapes far from urban 
centers and, especially, from 
traditional exhibition spaces, 
Smithson's trajectory was also 
marked by an investigation into 
language. The artist's work, 
which questions conventional 
attitudes about art and the 
cultural context, spread beyond 
the limits of the creation of 
objects and images, and revealed 
his interest in exploring atti-
tudes and ideas as a critical 
component of the work of art. 
Smithson's thoughts demystify 
the distinction between theory 
and practice and engender ways 
of approaching aesthetic expe-
riences as dimensions of space 
and of time that transcend indi-
vidual experiences and cognitive 
capacities and move beyond the 
context of their immediate mani-
festation. More than forty years 
ago, they caused a profound 
impact on contemporary artistic 
thought. Showing landscapes as 
constantly changing monuments 
of nature, Robert Smithson pos-
tulated deep questionings about 
the autonomy of the artistic 
object and the conventional 
ways of publicly presenting 
art – investing in complexity, 
instability and entropy in order 
to create a relationship of dia-
logue between thought, work and 
place.
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Roberto Obregón

1946, Barranquilla, Colombia. 
2003, Tarma, Venezuela.

Beginning in the early 1970s 
and up to his death in 2003, 
Roberto Obregón elaborated an 
oeuvre that was obsessively 
centered on roses. He worked 
and lived on the edge: between 
the need to compensate for his 
profound personal pain and the 
desire to create universally 
shared symbols; between the 
dry, methodical resources of a 
conceptual formalism and the 
discursive and almost hermetic 
tools of an art that was clearly 
literary in origin. Obregón's 
methodical dissection of the 
rose was the nucleus of his 
work; for example in his hydro-
logical cycles of 1975-78, he 
broached the cyclical nature of 
time. His work also dealt with 
worldwide dramas, like Aids, 
which was the theme of his 1993 
masterpiece La rosa enferma. 
With his series of works enti-
tled Niagaras, he created candid 
imaginary conversations between 
his closest friends, relatives 
and pop culture idols, just as 
he imagined a subtle and almost 
abstract sublimation of col-
lective suicide in his Masadas 
series, which was based on an 
actual drama: the 1978 Jonestown 
massacre in Guyana, in which 
some nine hundred followers of 
the Peoples Temple sect died. 
With this almost secret way of 
dealing with human pain in a 
context that left very little 
room for pain, Obregón without a 
doubt made himself a fundamental 
figure in Venezuelan art of the 
second half of the 20th Century.
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Rodrigo Braga

1976, Manaus, Brazil. 
Lives in Rio de Janeiro, Brazil.

Rodrigo Braga's work elaborates 
on an extremely personal and at 
the same time energetic, sen-
sitive and disturbing poetic 
index, in which man, nature and 
culture seem to be in a state 
of constant tension between 
unfamiliarity and recognition. 
Juxtaposing his body with land-
scape, situation and context in 
poetic compositions that gener-
ate attraction, repulsion, shock 
and admiration, the artist's 
work concentrates his per-
sonal reflections on the fusion 
between performatic experience 
and photographic and audiovi-
sual production. Simultaneously 
seductive, simple and exuber-
ant, the images created by Braga 
upset our certainties and, with 
their density, mystery and dis-
concertion, dispute objectivity 
and rationality. Braga's works 
reveal uncommon and fragmentary 
situations that contaminate mem-
ory and propose the displacement 
of perception into a sensi-
tive field of comprehension. 
Inquiries of an existential 
nature are created from the 
destruction of the real. Rodrigo 
Braga re-elaborates his subcon-
scious and creates parafactual 
atmospheres that expand the con-
sensual collective imagination 
and widen our understanding of 
what would be the endless con-
frontation between culture, man, 
nature and animal.
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Runo Lagomarsino

1977, Lund, Sweden. 
Lives in São Paulo, Brazil, and 
Malmö, Sweden.

Composed of continuously re-con-
textualized documental elements, 
the work of Runo Lagomarsino 
seeks to render visible the 
historical and discursive pro-
cesses that sustain geopolitical 
relationships. Lagomarsino's 
practice is focused on the dif-
ferent processes and regressions 
that shape the contemporary 
political and social environment 
– as well as on the metaphors 
and images through which we 
read history and contemporary 
society. Lagomarsino develops 
works that present a critical 
vision on the construction of 
history based themes such as the 
colonialist heritage, in another 
series the artist analyzes con-
nections between modernism and 
current geopolitics. With a cer-
tain relativism that keeps his 
oeuvre consistently ambivalent, 
Lagomarsino's works present a 
well-defined political posi-
tion, possess an unfinished and 
fragmented aspect, and act as 
provocative and open reflections 
on relations of territory and 
exclusion.
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Sandra Vásquez de la Horra

1967, Viña del Mar, Chile. 
Lives in Düsseldorf, Germany.

The works on paper by Sandra 
Vásquez de la Horra invite the 
viewer to an imaginary world 
comprised of intimate annota-
tions from her own personal 
history. Her references are 
culled from sources such as 
literature, philosophy and 
anthropology. Arranged in large, 
unframed and ethereal group-
ings, the works normally cascade 
organically and in various con-
figurations through a series of 
successions. Each work tells a 
particular story based on myths, 
popular tales, dreams, and 
contains notions of religion, 
politics, sex, and folk culture. 
Mostly figurative in nature, 
the drawings depict fantastical 
creatures or hybrid figures in 
surreal and macabre scenarios, 
and evoke irony and a sense of 
black humor. Working with graph-
ite, the artist employs both 
coarse and fine lines to achieve 
sharp contrasts in light and 
shadow, a technique that becomes 
more pronounced once the work 
is dipped into wax, a practice 
Vásquez de la Horra has engaged 
in since 1997. The wax consumes 
the paper, embraces it like an 
organism's epidermis and serves 
as a protective outer shell 
sealing the work's content in a 
thin, opaque layer.
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Saul Fletcher

1967, Barton, England. 
Lives in London, England.

Without presenting titles, 
exhibited in modest formats and 
functioning as indices of an 
unusual reality, Saul Fletcher's 
photographs make up a single 
and long sequence of images. 
Situated in the interval between 
the uncanny and the familiar, 
the spontaneous and the staged, 
the intimate and the impartial, 
his works do not go so far as 
to form a narrative, but rather 
bring together fragments of 
contexts and situations that 
reveal a poetic way of look-
ing at the world. Like a visual 
notebook, Fletcher's photographs 
record the way in which he 
perceives, carves out and rec-
reates reality. Moving between 
winter landscapes and portraits 
of friends and family members, 
and including compositions 
that bring together paintings, 
objects, annotations and scenes 
focusing on the spaces the art-
ist inhabits, Fletcher's oeuvre 
seems to exist in certain in-
between places – in-between what 
is revealed and what is merely 
suggested, in between secret and 
confession, in between the real 
and the parafactual. With the 
artist himself serving as pro-
tagonist in their more immediate 
contexts, his photographs are 
imbued with uncommon melancholy 
and estrangement, and point 
towards profound existential 
issues such as the passage of 
time, the feeling of disorienta-
tion and loneliness.
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Savvas Christodoulides

1961, Pafos, Cyprus. 
Lives in Nicosia, Cyprus.

Being aware that the notion of 
reality can take on multiple 
configurations and invest itself 
of the most varied meanings, 
Savvas Christodoulides elabo-
rates his artistic poetics in 
an attempt to register the way 
our conception of reality is 
also shaped by representation. 
He discusses representation 
in a strictly conceptual man-
ner, and juxtaposes objects and 
materials – selected from his 
personal life – to compose a 
singular sculptural oeuvre that 
exposes the tangible side of a 
particular everyday reality. 
With various other materi-
als of similar familiarity, 
Christodoulides gives body to a 
series of austere and uncommon 
visual combinations that discon-
cert perception and expand our 
ordinary notion of the factual. 
Through the addition of new 
layers onto the contours that 
usually define the identity of 
the objects and of images we 
experience on a daily basis, the 
artist destabilizes representa-
tion and disorients our capacity 
to assimilate. The memory and 
specific identity of old objects 
are removed through an almost 
sentimental dialectical opera-
tion, and Savvas Christodoulides 
transforms them into mere 
symbols within a universal 
iconography, converting rep-
resentation into a disguise of 
reality by the establishment of 
a different – but still tangible 
– image of what is real.
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Sergei Tcherepnin with Ei Arakawa

Ei Arakawa: 
1977, Iwaki, Japan. 
Sergei Tcherepnin: 
1981, Boston, United States. 
Live in New York, United States.

Sergei Tcherepnin is a com-
poser and a performer whose 
work explores the material-
ity of sound and its physical 
and psychological effects on 
the listener. Ei Arakawa is 
an artist whose performative 
actions and installations are 
of a collaborative and impro-
vised nature. Together, and 
with participants drawn from a 
large pool of artist friends, 
Tcherepnin and Arakawa develop 
projects that transcend the 
boundaries of a single medium. 
Oscillating between sound, 
performance, sculpture and 
painting, their works engage 
the viewer as participant in 
an ephemeral proposition. With 
Looking at Listening (2011-
2012), presented on the ground 
floor at Casa Modernista, 
located in the Santa Cruz dis-
trict of São Paulo, Arakawa 
and Tcherepnin create an envi-
ronment where visitors can 
explore listening as a kinetic 
process. Corresponding to the 
architectural specificities of 
the building, the artists have 
installed metal panels with 
printed images depicting fig-
ures in a state of observation. 
The images were sourced through 
keyword searches such as “con-
versation,” “investigation,” 
“town meetings” and “audience 
1960s–70s” at the New York 
Public Library. Loudspeakers are 
placed behind the metal panels. 
Everyday, visitors, assisted 
by a musician, are encouraged 
to activate the sculptures by 
moving the metal panels, thus 
invading the space with sound 
waves. For a newly commissioned 
series of works, Tcherepnin, and 
Arakawa, developed a series of 
architectural interventions in 
the kitchen and the top floor 
of Casa Modernista, introducing 
“tonal differences” audible when 
passing through space.



278
279

Sheila Hicks

1934, Hastings, United States. 
Lives in Paris, France.

Indisputably one of the world's 
most renowned artists work-
ing with textiles, for over six 
decades Hicks has crossed the 
boundaries of painting, sculp-
ture, design, drawing, and woven 
form. Having studied painting 
at Yale University, under the 
tutorage of Josef Albers, she 
was inspired by the Bauhaus 
theory; which is why her work 
rejects the traditional boundar-
ies separating art, craft and 
design. Her work veered towards 
textiles after traveling exten-
sively and living in Central 
and South America, where she 
was inspired by local weaving 
techniques. The extent of Hicks' 
travel and exposure to various 
cultures throughout her life is 
reflected in both the concept 
and final form of her fiber 
pieces, ranging from minia-
tures to enormous architectural 
commissions, whimsical soft 
vines and ethereal prayer rugs, 
employing both loom and non-loom 
techniques. Hicks' oeuvre pres-
ents a creative exploration of 
traditional and non-traditional 
techniques where the artist uses 
the thread to play with pat-
terns, divisions, asymmetry, 
varying degrees of tautness 
and looseness, and, above all, 
color.
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Sigurdur Gudmundsson

1942, Rejkjavik, Iceland. 
Lives in Amsterdam, The 
Netherlands, and Xiamen, China.

Sigurdur Gudmundsson's work is 
based on deviations of mean-
ings and unusual approximations 
between man and the environ-
ment. Collectively entitled 
Situations, his photographs fea-
ture influences from the Fluxus 
movement and from conceptual 
art, and elaborate a simultane-
ously poetic and philosophical 
vision of existence through a 
series of staged situations, 
in which the artist himself 
seems to act as a single char-
acter in distinct and uncommon 
situations. Establishing rela-
tionships of equilibrium and 
juxtaposition between his body 
and the most varied of objects 
and contexts, the artist frames, 
in a manner that is at once dra-
matic and full of humour, the 
shock and balance between nature 
and culture. In the same way, 
Gudmundsson juxtaposes medita-
tions on existential questions 
– where did we come from? Who 
are we? Where are we going? – 
with immediate significations 
and objective interpretations, 
with an imaginative and fanci-
ful interpretation of man and 
of the environment of which 
he is a part. Positioning the 
human being as an integral and 
indissociable part of nature, 
creating symbolic relationships 
without rational equivalents, 
the artist offers the spec-
tator a transversal vision 
– charged with lyricism, humor 
and melancholy – of culture and 
daily life.
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Simone Forti

1935, Florence, Italy. 
Lives in Los Angeles, United 
States.

The work of Simone Forti emerged 
from the New York art scene of 
the 1960s, which was dominated 
by minimalist art and dance per-
formance. Her series of Dance 
Constructions, first performed 
during that period, is based on 
improvisation and chance. For 
Huddle, dancers gather into a 
firmly packed group, and then 
take turns climbing over the 
group to form a living sculp-
ture that moves through the 
public space or the exhibition. 
Slant Board (1961) consists 
of a wooden ramp leaning at a 
45-degree angle against a wall. 
Five ropes are connected to the 
ramp, which is activated by 
three or four performers moving 
from bottom to top and side to 
side by pulling on or releasing 
the ropes. From her improvisa-
tional movement-and-speaking 
works that began in the 1980s 
to her recent focus on writ-
ing, Forti has developed new 
models and methods of composi-
tion to address the problematic 
relationship between abstrac-
tion and subjectivity. In the 
serial work News Animations, 
Simone Forti draws on the daily 
newspaper as part of an impro-
vised composition, physically 
and conceptually wrestling with 
subject matter. Forti's empa-
thy for (re-)creating natural, 
non-specialized or animal move-
ments in which the plain body is 
the art object itself has been 
partly inherited from one of her 
important influences, the cho-
reographer Anna Halprin. These 
interests have crossed over into 
Forti's drawings, which, rarely 
exhibited, can be considered 
a prelude or afterthought to 
her choreographies and dance 
improvisations.
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Sofia Borges

1984, Ribeirão Preto, Brazil. 
Lives in São Paulo, Brazil.

Raising questions about the 
statute of photographic lan-
guage, Sofia Borges creates 
small fragmentary narratives 
– which seem to displace us 
momentarily from our immedi-
ate contexts. Her work projects 
onto reality a series of images 
capable of making our notions of 
what is real waver. The over-
laying of landscapes, people 
and temporalities and the 
exploitation of the pictorial 
potential of the photographic 
image in a sort of residual 
chronicle of everyday life fuses 
in elaborate, dense, strange 
and imprecise photographs that 
disconnect the images captured 
from their immediate relation-
ship with the objective and 
the factual. The compositions 
are based on the explicit and 
well-elaborated manipulation of 
specific procedures inherent to 
the photographic medium – expo-
sure time, color temperature, 
quantity of light, composition 
technique. The images created 
by the artist evoke an atmo-
sphere that is at once distant 
and familiar, that tarnishes 
fruition and prevents us from 
clearly knowing if we are facing 
a casual everyday portrait or an 
elaborate formal abstraction. 
Fabricating the reality of her 
images and situating the spec-
tator at an intermediate point 
between the photograph and its 
site of inception, Sofia Borges 
creates a rarefied atmosphere 
of seductive uncanniness, which 
seems to place our perception 
in a state of imminence and 
suspension.
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Studio 3Z

1949, Angola. 
Lives in Kinshasa, Democratic 
Republic of Congo.

In 1961, Ambroise Ngaimoko moved 
with his family to Kinshasa, 
where he worked as a technician 
for an open-air cinema, then 
as an assistant to his uncle 
Marques Ndodão, who ran two 
photo studios, and who gave him 
a Yashica 6×6 camera. In 1971, 
Ngaimoko opened his own studio 
in the city of Kitambo. Its 
name, Studio 3Z, was chosen to 
symbolize the three Zaires: the 
country, the currency and the 
river. Due to an unprecedented 
technique Ngaimoko used, in 
which two portraits were devel-
oped on the same sheet using the 
same negative twice, Studio 3Z 
gained recognition. Young people 
who came to the studio remember 
it because of the constantly 
changing photo backdrops. In 
black-and-white photographs, 
Ngaimoko portrayed both families 
and individuals. Grounded in 
the philosophy of a pre-digital 
era in which the photograph was 
much more of an orchestrated and 
self-conscious event than a mere 
snapshot, his pictures depict 
the diversity of human charac-
ters and manifest the richness 
of human relationships. They 
also convey the fashion of the 
1970s and 1980s in the Congo. 
During the 1990s, when Studio 3Z 
was in full swing, there was a 
shortage of 6×6 black-and-white 
film. With the eventual arrival 
of color film, Ngaimoko lost his 
clientele. He resigned himself 
to using the 24×36 format to 
continue making portraits. In 
1997, he renamed his studio 3C 
(for the three Congos).
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Tehching Hsieh

1950, Nan-Chou, Taiwan. 
Lives in New York, United States.

Taking life to a limit at which 
it becomes a work of art or, on 
the contrary, forcing the lim-
its of art to the point that it 
is confused with life, Tehching 
Hsieh has produced one of the 
most radical bodies of work in 
contemporary art. Hsieh's work 
consists of a series of perfor-
mances carried out in New York 
City a few years after the art-
ist immigrated to the United 
States in 1974. His first five 
works lasted one year each – 
the One Year Performances – and 
comprise a sequence of chal-
lenges of extreme physical and 
mental difficulty, which the 
artist imposed upon himself. 
In his first performance, car-
ried out between 1978 and 1979, 
Hsieh spent a year confined in 
a cell in his studio – without 
reading, writing, conversing, 
listening to the radio or watch-
ing television. Between 1980 
and 1981, he committed himself 
to registering all of the hours 
of the day over the course of a 
year with a time clock. In his 
third experiment, which took 
place in 1981 and 1982, he spent 
365 days living on the streets 
of New York without entering any 
indoor spaces. Between 1983 and 
1984, the artist remained tied 
to a woman – fellow artist Linda 
Montano – without being able 
to touch her. The last in this 
series of performances, car-
ried out between 1985 and 1986, 
announced a distancing from the 
world of art and led the artist 
to spend a year without reading 
about, seeing, making or talk-
ing about art. From that point 
on, Tehching Hsieh decided to 
spend thirteen years producing 
art without showing it – until 
he turned 49, when, at the turn 
of the millennium, he concluded 
his plan and stopped working as 
an artist.
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Thiago Rocha Pitta

1980, Tiradentes, Brazil. 
Lives in São Paulo, Brazil.

The work of Thiago Rocha Pitta 
branches into the media of 
photography, drawing, video, 
painting, and sculpture with 
special emphasis on the rela-
tionship between art and nature. 
This dialogue or intimate 
connection he has with the 
natural community is crucial 
in understanding his artistic, 
geological, and environmental 
experiments. Whether exploring 
the mutable patterns of air, 
fire and water, Rocha Pitta's 
interventions carry a narrative 
of time, transformation, and 
permeation, inevitably fueling 
a creative mechanism that he 
often participates in or sim-
ply functions as the spectator. 
His interest in exploring the 
natural processes of the ele-
ments - such as evaporation, 
crystallization, or any chemi-
cal or natural phenomenon - is 
propagated by his poetic point 
of view and manifested in his 
work. It can be seen in the 
solidification of salt crystals 
he did on glass panes to mimic 
mountain peaks, or in the oxida-
tion of iron powder mixed with 
water on canvases he produced 
in order to create a staining 
effect directed by the reaction 
of the atoms.
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Thomas Sipp

Lives in Paris and Toulouse, 
France.

Since the early 1990s, Thomas 
Sipp has been producing a con-
sistent oeuvre comprising of 
works for cinema, video and 
radio. Sipp lends continuity to 
the tradition of direct cinema 
and recognizes himself in ref-
erential figures such as Agnès 
Varda and Alain Cavalier. The 
author of an intimist oeuvre 
that is concentrated on the 
forms of documental portrayal, 
Sipp appears as a figure linked 
to certain dominant practices 
in the panorama of contemporary 
art, such as commentary video, 
which is, nevertheless, entirely 
committed to the poetic pro-
gram of filming the word. His 
themes, enunciated by way of a 
surprising and moving filmic 
lightness, revolve around fig-
ures from childhood and old 
age, offering a post-humanistic 
and poetic view on the limits 
of existence, the beginning and 
end of the life cycle, family 
relations, the rites of passage 
of age and work and the fra-
gility of the body. In each of 
these instances, with precise 
documental fidelity, his work 
reveals the creative potentials 
of everyday existence. 
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Tiago Carneiro da Cunha

1973, São Paulo, Brazil. 
Lives in Rio de Janeiro, Brazil.

Tiago Carneiro da Cunha deals 
in an ironic and critical way 
with themes such as violence, 
sex and exoticism, and explores 
the most repulsive and bizarre 
aspects in the stereotypes that 
inhabit human existence. Similar 
to precious artifacts like 
gems or archeological relics, 
his works present uncanny and 
deformed figures that evoke vio-
lent images and abject impulses. 
Turning his eye toward popular 
culture, politics, false values, 
the media, horror movies and 
art itself, Tiago Carneiro da 
Cunha creates sculptures that 
look as if they were modeled by 
layers of illusion, humor and 
madness. For the artist, the 
manipulation of form is just 
as important as the theme. In 
his sculptures produced from 
acetate, resin and faience, mon-
keys imitate sphinxes, amorphous 
monsters emerge from swamps, 
larval shapes mold corpulent 
men with satirical countenances 
and skulls reminiscent of jew-
elry store trinkets. Carneiro 
da Cunha's pieces attempt to 
merge his formal vocabulary 
with a sharp critique that, 
inserted within the commer-
cial artistic scope, questions 
art as an object of desire and 
consumption. 
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Viola Yeşiltaç

1975, Hannover, Germany. 
Lives in New York, United States.

Viola Yeşiltaç's work transcends 
boundaries between photogra-
phy and sculpture, emphasizing 
the relationship between rep-
resentation and form. For an 
ongoing series of photographic 
works Yeşiltaç creates paper 
sculptures. The artist uses 
standard 8 ½” × 11” paper, at 
times printed with found images, 
including film stills from a 
Godard movie, of Jeremy Brett 
as Sherlock Holmes, a photo 
of fairy chimneys in Central 
Anatolia or a photo she her-
self took of a Grand Hotel in 
Switzerland. Departing from 
a constructivist tradition, 
Yeşiltaç adjusts and bends the 
paper sheets until they attain 
forms that merit photographic 
registration. The poetic quali-
ties of her work unfold in 
her textual pieces. During 
2006/2007, Yeşiltaç executed 
a number of chalk writings 
onto building walls in her New 
York neighborhood. The artist 
documented the interventions, 
some of which read “still the 
sound of the sea on this room” 
or “soon they'll all be coming 
back from their walk,” with her 
camera before the rain could 
wash them away. The quotes have 
a dreamlike quality similar to 
her stage performance scripts. 
Accompanied by music and slide 
projection, the performance 
readings maintain a surreal 
quality. Taking a Hike with the 
Lift Operator (2012) narrates 
the story of strangers meeting 
in an elevator and who discuss 
current world affairs, routine 
events and the formal aspects 
of Yeşiltaç's own work. Text 
serves as an important tool in 
Yeşiltaç's drawings as well, 
which, executed in an instant, 
capture a thought or memory from 
days gone by. The characters in 
her drawings bear exaggerated 
features, sometimes producing a 
comic quality.
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Waldemar Cordeiro

1925, Rome, Italy. 
1973, São Paulo, Brazil.

Before dedicating himself 
entirely to Computer Art, 
Cordeiro worked as a painter 
and landscape designer. He 
participated in what is being 
considered a key moment for 
the birth of Concrete Art: the 
1st São Paulo Biennial in 1951. 
The recognition for analytical 
abstraction that came when Max 
Bill was awarded the interna-
tional sculpture prize at that 
Biennial developed an agency 
with concrete abstraction (vs. 
expressionist abstraction) and 
encouraged Brazilian avant-garde 
circles to follow this direc-
tion. Attributes of Concrete Art 
such as the structural focus on 
materials and processes, the 
appropriation of constructivist 
language, and the search for the 
general reduction of expres-
sive means emanate from his 
practice. Logic and rationality 
became a founding principle of 
Ruptura group, which Cordeiro 
was involved with from 1952 
onwards. Cordeiro became one 
of the principal theoreticians 
of Concrete Art in Brazil. In 
the late 1960's the computer 
became for Cordeiro a mean to 
finally liberate his practice 
from painting. In collaboration 
with engineer Giorgio Moscati, 
he discerned in electronic 
art the possibility to form an 
artistic culture of national and 
international reach. Cordeiro's 
career has been short lived and 
terminated by his untimely death 
in a period of discovery in com-
munication, broadcasting and 
computer art.

imagens selecionadas por Analivia 
Cordeiro, colocadas dentro de estrutura 
semelhante à do ultimo auto-retrato 
de Waldemar Cordeiro, em seqüência 
determinada por sorteio, ao acaso, 
processo muito utilizado nas suas obras a 
partir de 1968.
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Xu Bing

1955, Chongqing, China. 
Lives in Beijing, China, and New 
York, United States.

In traditional Chinese culture, 
words are considered a divine 
creation, and, as such, are to 
be revered and respected. Xu 
Bing grew up at a time dur-
ing which traditional Chinese 
characters were undergoing a 
simplification process, when 
new ideograms would emerge 
with the same intensity as they 
disappeared. Symbols, jumbled 
meanings and inventions of a new 
code, challenge the spectator 
in the drawings, graphic works 
and installations of Xu Bing. 
The artist calls into question 
established knowledge systems, 
blurring the frontier where 
language, signage and meaning 
meet. Rendering reading impos-
sible, Xu Bing explores man's 
connection to the written world, 
to the function and limits of 
language. If language determines 
the way we think, the illeg-
ibility of signs forces us to 
seek out new ways of understand-
ing. Faced with altered words 
and ideograms, the observer must 
look past the meaning, a compul-
sory encounter in which the lost 
content is reconstructed in the 
form. In his works, spectators 
find themselves before something 
familiar, until they notice the 
lack of correspondence with 
reality as we know it.
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Yuki Kimura

1971, Kyoto, Japan. 
Lives in Berlin, Germany, and 
Kyoto.

In Yuki Kimura's work, pho-
tographs are also objects 
and stimulate the spectator 
to investigate the world and 
dwell on time. In her instal-
lations she combines images, 
both appropriated and her own, 
and objects, in an effort to 
construct new spaces for the 
exploration of existential ques-
tions. “Why am I alive here and 
now?” is one of the questionings 
that guide her works, which, 
often in a humorous way, remind 
the spectator of the perennial 
quality of everything around us 
and, mainly, of ourselves. The 
artist's installations deal with 
the way in which we perceive 
images. The careful placement of 
the objects in space is arranged 
in order to create specific 
effects in the interlocutor: 
Through historical, social and 
biological references, Yuki 
Kimura creates complex narrative 
systems that generate a delicate 
relationship between the viewer, 
the images and the installation 
space. Her gaze at the past and 
at the future invites the inter-
locutor to face his or her own 
mortality and, at the same time, 
understand the continuity of 
life as a whole.
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Stela Barbieri

Strategies of Intuition

Stela Barbieri

 With the curators, we create questions that perme-
ate our work and help us reflect on contemporary life 
and the artists present in the exhibition. When there 
is nothing, what do we see? The Educational Sector's 
job can be invisible: artisanal work that takes place 
at various locales, both in the Fundação Bienal de 
São Paulo building itself and in other neighborhoods, 
schools, NGOs, public squares, theaters, the subway. 
They are a mesh of relations and contacts, of an invis-
ible and delicate act we are gradually sewing together.
 Although they all have, as their foundation, a 
common territory, each one takes place in a singular 
encounter, for they all depart from the relationship 
established with the other, be this other an indi-
vidual, a group or an institution.
 Over the past four years, we have gone back, on 
various occasions, to the same schools, the same NGOs, 
the same neighborhoods. This builds up ballast and 
gives density to our work. 
 And what happens when you walk? Displacement often 
brings us another way of perceiving things, places 
and people. It brings us new perspectives and reveals 
angles and corners. The Educativo Bienal's displace-
ments take place in the city, in neighborhoods, schools 
and communities. We go to people who want to talk to 
us and exchange experiences, we go to institutions 
(schools, NGOs, neighborhood communities, universi-
ties) and take our educators – young college students 
who carry out guided tours of the exhibition – to 
get to know the public they will be welcoming during 
the Bienal. This movement we carry out has a definite 
destination, but even so, any path offers surprises 
that end up impregnating the action and transforming 
the trajectory: this is the imminence of our encounters 
with people. 

In search of a word, a movement, another time, an 
image. In search of the other, of oneself. Entering 
language as is possible, sketching a displacement, mov-
ing thought, body. Attempting a living contact, a sigh 
that changes the state of the air. The desire to be 
together or alone, to seek oneself in another, to lose 
oneself, to break away, not to become imprisoned within 
oneself, all this moves us to find our way to art. 
 The 30th Bienal de São Paulo is born of much col-
laboration, configurations that occur little by little 
in the struggle to constitute a great constellation, 
small groupings and individual actions connected to the 
intention to create rhythms as in children's handclap-
ping games – me and her, me and him, me without her, me 
with him: us.
 The Educativo Bienal, the Educational Sector of 
the Fundação Bienal de São Paulo, seeks to become 
familiar with phenomena starting with the phenomena 
themselves, to get to know people starting with the 
individual, the questions they bring with them, the way 
they communicate.
 Luis, André, Tobi and Isabela, curators for the 
30th Bienal, have brought us something that already 
inhabited us – voice in movement, gaps in communica-
tion, the possibility of going far away or bringing up 
close: openings of transformation. They have expanded 
our territory, our platform of action, they have intro-
duced us and brought us closer to artists and authors 
who converse with what we believe. Luis nicknamed the 
Educational Sector the “Philostratus Project”1  after 
the sophist who tells us about his experience speaking 
images and activating our senses.

1 Philostratus, the Greek author of Eikones (2nd – 3rd centuries 

AD), a work of reference for the curatorship of this exhibition.

 In their wanderings, the artists' works make it 
possible for us to perceive displacements in other 
ways. These are works that activate trajectories, 
paths, expeditions, voyages. This transit is also 
experience. Often we go someplace far away, with a com-
pletely different reality from that of our day-to-day 
lives, which demands a different way of dialoguing, and 
makes us learn with the people about a neighborhood, 
about a place in the city we had never been to, about 
the life of each and every one of them. About the way 
our public moves. Educators must be attentive to the 
public and, in their position alongside both work of 
art and public, spark dialogue and keep it alive. 
They must observe the urgencies that arise and propose 
new movement. I don't believe in mediation, in being 
in-between. I believe that educators are with people, 
side by side, and the specific information they bring 
about one work of art or another is interlaced with 
that of the people they are with, the references about 
the things in their life or the concepts they know, 
whether they're carpenters, biologists, engineers or 
teachers who are bringing their own story. I believe 
in the exchange that can take place at this moment, 
in the voice of the other who lives and perceives the 
contemporary world in his or her own particular way.
 The work, the visitor and the educator – all of 
them speak in their own way. In all of the stages of 
our work, we seek to listen attentively, which makes 
effective communication possible. We work in a plural-
ity of voices – a great many voices that, in movement, 
traverse different thoughts and spaces, making every-
one's voice stronger.
 The Educativo Bienal team has concentrated on 
surrendering itself to every situation. For educators 
to surrender themselves to a situation of dialogue, 
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prior preparation is necessary. This is a condition for 
the work we intend to do – to be on alert, in order to 
truly hear what the other has to say.
 With its course for educators, the Educativo 
Bienal looks to create a common territory of conversa-
tion. The vast majority of these students, who come 
from the most varied areas of knowledge, have, in the 
Fundação Bienal, their first job.
 But, how do you measure the distance between 
yourself and what you say? The reverberations of 
every action, of every text, of every contact reveal 
the impact of our work, with regards to what they 
move following a first contact or visit or after the 
educational material arrives in the classroom. All of 
this takes on a life of its own through the activation 
of teachers, educators, artists and other people. In 
this dimension, the work requires study and reflection, 
constant revision and evaluation, and new relations 
that move frequently. Could it be that a thing means 
something else when it moves from one place to another?
 The Educativo Bienal is a grand platform of nego-
tiations – negotiation with the artists, architecture, 
directorship, curatorship, production, communication, 
the public, teachers and the very staff itself. We are 
in constant conversation, an exchange that is played 
out in small- and large-scale struggles. In this col-
lective action, divergences in the way things are done 
potentiate the heterogeneous whole of people, making 
the exhibition even more vigorous.
 And what happens every time you consent? The 
relationship with the teachers from public and private 
schools has been vigorous: the teachers bring to the 
Bienal their experiences, their way of doing things, 
their singularity, and place themselves, for they find 
space to do so, and are able to claim their place and 

their participation. We see teachers who are ever more 
desirous: desirous of getting to know and of knowing 
about art, of sharing what they are doing, of living. 
The Bienal is a great celebration, it is a moment in 
which a great many people move in convergent action in 
order for this great event to take place. There are 
many artists involved, works, assemblers, producers, 
curators, educators – in short, many, many people work-
ing to ensure that this great celebration of art and 
life can happen.
 And what happens every time you celebrate? The 
artists' poetics is the spark for prose to occur. 
The works are triggers that activate our perception, 
observation, interpretation and reverie. We can hear 
the various voices unleashed by the works and see the 
images projected by the words. The Educativo Bienal 
is formed in a collective construction, a collective 
body that is the fruit of the collaboration of many 
different people. People leave marks and transform our 
action. Expression and intuition occur in the construc-
tion of the work, generating a constellation of ties 
binding art and people, magnetizing new relationships. 
 Nevertheless, everything we do is ephemeral, given 
that our work is made of encounters, of the exchange 
of ideas. And this, perhaps, is the answer to the ques-
tion, why keep? We keep things so that we can look at 
our actions again in photographs, articles and reports, 
in videos, in everything we do to document our actions. 
Recording, registering is intended to make the experi-
ences of this Educational Sector visible. 
 The thermometer of this work is that it remains 
always alive. And, for this to be the case, we must 
be involved, whole and present. The Educativo works 
with poetic fields, tensioning them, making them 
visible, activating the space of creation. This work 

is fundamentally carried out by people working in col-
laboration, who persist in creating a dream of making 
approximations possible. This team, which always seeks 
to update its intentions, is made up of many artists, 
men of letters, photographers, painters, curators, 
filmmakers, journalists, poets, professors and danc-
ers – this brings an involvement with art, a living 
contact, which we take with us wherever we go.
 The Educational Sector deals with situations of 
condensation and dilutiom and tries to catalyze moments 
of concentration within this movement. This is how we 
understand the exhibition. The issues of collective 
doing are established within a policy of action with 
spaces for integration. We see art as a force of trans-
formation and as language. Our work is made up of the 
day-to-day.
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The exhibition design of the 30th Bienal de São Paulo 
is the result of an arrangement of various layers 
of desires and necessities. Curatorial demands with 
regards to the placement of artists' works, the 
networks of conceptual relationships to be material-
ized, specific requirements of each work in terms of 
conservation, light, position and mounting, the flow of 
the people visiting the Bienal, aspects related to the 
safety and comfort of the public and the specificity 
of the building designed by Oscar Niemeyer are just 
some of the variables that had to be orchestrated in 
the making of the Bienal's exhibition design. All of 
these levels had to be coordinated in a functional 
manner, but, first and foremost, had to be coordinated 
so as to produce a space that would provide visitors 
with an experience in harmony with the intentions and 
concept of the exhibition. For this complex interplay 
to be productive, in addition to clear premises, it was 
necessary to define project tools that would articulate 
all of the actors participating in the constitution of 
this space as much as possible, allowing the process of 
its creation to be flexible enough to keep the project 
suspended, formless and in constant transformation 
throughout the entire length of the job, without jeop-
ardizing its coherence. 
 Below I will describe some of the premises and 
tools adopted for the elaboration of the exhibition 
design of the Bienal, an event that is experimental in 
nature, both with regards to the works displayed and in 
relation to the process of its construction. 

Premises

Displays
A simple system was developed, governed by a few 
basic principles and made up of a minimal series of 
types of displays such as panels and display cases. A 
constructive model was adopted based on the industrial 
dimensions of the materials, and large quantities of 
existing panels were re-used. 
 The reduction of the types of supports and the 
repetition of modules allow the exhibition to be taken 
in as an articulated whole, despite its diversity of 
ambiences. Using a number of typologies of association 
of support types, we were able to create more or less 
closed rooms. 
 In addition to the perception of a heterogeneous, 
albeit aesthetically and functionally articulated 
space, the system attends to practical aspects, given 
that it was possible to recycle, save considerably on 
materials and obtain a great deal of agility in the 
setup, with 22,000 square meters of exhibition area 
assembled in practically three weeks. 

Rooms
The variation between more open spaces and closed rooms 
is directly related to the curatorial premises of the 
30th Bienal: the selection of works representative of 
the poetics of each artist, configuring units formed 
by series of works. As such, the spatial organization 
contributed to the identification of these poetic 
units, allowing for more or less direct gradations in 
the relationships between the works of each artist. 
The spatial configuration also had to take into account 
various differences in scale: works with large dimen-
sions and series of small-scale works, sometimes within 

the selection of works by a single artist, require 
different types of space and proximity. Very delicate 
works require greater amounts of time and silence to 
be taken in, and the space in which they are displayed 
must correspond to this.

Groups of ambiences
In order to obtain the variations in intensity neces-
sary in a space with the dimensions of the Bienal, the 
ambiences, rooms and halls, formed by the associa-
tion of support-types, are grouped together. These 
“constellations” permit the establishment of diverse 
relationships between works: through proximity, through 
visual or indirect connection, through the memory and 
continuity of a trajectory. But, in addition to this, 
in creating these constellations, an “inside” and an 
“outside,” the spaces of emptiness between them, are 
defined. Both these “outsides,” which are generally 
devoid of art works, and the empty spaces between the 
groups, serve as pauses, visual and discursive silences 
for visitors making their way through the exhibition. 

The relationship between the exhibition design and the 
pavilion
The setup maintained total autonomy in relation to the 
Bienal building, known as the pavilion, so that it 
would clearly be seen as an intervention in an existing 
space. In order to obtain this effect, the exhibition 
planes and supports do not touch or cover the build-
ing's pillars, ceiling, walls or façade: they are 
supported only by the floor of the pavilion. 
 The formal relationship with the building comes 
through the use of the orthogonal grid established by 
the pavilion's structure – with its pillars distributed 
every 10 × 12 meters – as a basis for the distribution 
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of panels or vitrines. The advantage was that of creat-
ing a unique complexity, variation and rhythm inside 
the strong field of relationships established by an 
extensive, regular and continuous fabric. It was, as 
such, decided not to mimic the formal resources of 
the pavilion, with its trademark curves, or to oppose 
them, denying the building's structural matrix. The 
exhibition design neither subjugates nor negates the 
building's potency, but accepts it as a matter of fact, 
on the same level of action.

Trajectories
There is an hierarchy of parcours in the exhibition. 
There is a general route, through wider paths, between 
the groupings of rooms, with large axes and wide per-
spectives. Visible from this trajectory are works dis-
played that permit a less protected experience. Other 
trajectories are internal to the groupings, between the 
rooms, closer to the works, slower and more specific. 
These feature more controlled visuals and allow for a 
change in the rhythm of the act of visiting, making it 
more intimate. 

Process

Once the project premises had been defined, the process 
of detailing the spaces of the 30th Bienal began. For 
this, project tools and methods were invented to permit 
the maintenance of a state of permanent transformation 
and continuous work on the distribution of the artists 
in the space, the determination of visitor flows, 
definitions of constructive aspects and adaptations 
to the most diverse practical requirements inherent 
to an event of this nature. The creation of this 
method and of these tools was fundamental in order 

to fully incorporate the group of curators in the 
spatial definition process. The constructed result was, 
effectively, the fruit of the interaction between the 
relationships of meaning and spatial relationships. 
This process lasted for several months, during which 
the project remained formless and in constant mutation.

Establishment and recognition of the field
The first movement was to create the bases of actua-
tion, defining the areas to be utilized and construct-
ing a virtual three-dimensional model to faithfully 
establish the spatial conditions available and any 
existing practical restrictions. 

Diagrams
With the field established, we created a graphic 
representation of the pavilion's levels and a series 
of “index cards” with each artist in a scale relative 
to the floor plans, with the area necessary for their 
installation. On this floor plan we experimented with 
various different configurations, and adapted concep-
tual and spatial relationships and affinities. After 
the fourth version of these diagrams, it was possible 
to consolidate the distribution of the artists and 
works and begin the detailing of the displays specific 
to each artist. 

Maquette
With the placement of the artists and service areas 
decided, we moved on to a three-dimensional exercise 
on a 2.5-meter-long physical maquette of the pavilion, 
built on a scale of 1:100. Strips of paper were made 
with the heights of the standard modules of the panels 
which, easily bendable, permitted us to visualize the 
ambiences and try out different configurations. Using 

this model, which was already set up at the Bienal 
Pavilion, the group of curators and architects was able 
to test various options and start over several times. 
At the end of the process, a series of relationships, 
dimensions and localizations in which little or nothing 
was altered by the end of the effective construction of 
the exhibition had been consolidated.

Prototype
Alongside this work, and prior to establishing place-
ments in the space and beginning the detailing of the 
supports, a real model, on a 1:1 scale, of a number of 
the solutions that were being proposed was built inside 
the pavilion. Taking advantage of existing panels that 
were to be used in the definitive mounting, two rooms 
were simulated. This experiment allowed us to move 
forward considerably in technical and constructive 
aspects, and created a fundamental reference for all of 
those involved to test the proposals that had been made 
on a reduced scale.

Documentation
As the final step in the project process, the documen-
tation and drawing of the final arrangement approved by 
all of those involved in the construction of the Bienal 
was begun. This documentation served as an instrument 
of communication with artists and with the production 
of given works, and also as a basis for the execution 
of the displays in the space.
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The dilemmas of a permanent staff
Various keys can be used for reading the identity 
project of the 30th Bienal de São Paulo. This text is 
concentrated on a number of aspects of the process that 
created it that are invisible to the naked eye.
The last Bienal ignited the fuse that led to various 
different institutional changes at the Fundação Bienal 
de São Paulo. The creation of a permanent design team, 
later transformed into the institution's Communication 
Area, was one of them. The challenges of that edition 
were, nevertheless, very different from those being 
faced now. If the last Bienal was a trial run for this 
arrangement, the current one may be considered its 
first test. 
 In the former case, an attempt was made to design 
staff and infrastructure, delineate two project axes 
(the biennials and the foundation), confront the 
complexity of the 29th Bienal and organize processes 
based on this experience. This was not a case of 
merely demonstrating mastery in terms of projects and 
management. In order to ensure a future for this insti-
tutional design, it was also necessary to show that the 
implementation of this staff, far from setting anything 
in stone, would be an essential condition to allowing 
the biennials to be able to fulfill their experimental 
vocation in a deeper and more open way. 
 Designing a team such as this is not a simple 
task. On the one hand, there must be excellent pro-
fessionals apt to accepting responsibility for the 
authorship of a project this size. On the other, they 
should also be able to abdicate this condition to work 
on arrangements of all sorts, supporting all of those 
involved with their knowledge and mastery of the com-
plexity of a biennial.

the selection of the works included in it and the forms 
of reflection on its construction and reception. The 
four curatorial zones and the transversal zone that 
served as the basis for the elaboration of the exhibi-
tion make this clear: alterforms, survivals, voices, 
drift and reverse were never thought of as mere selec-
tion criteria, but rather as axes along which it would 
be possible to think about the notions of oeuvre, the 
upcoming, tradition, the new, etc. in a more precise 
way.
 The idea of alterforms (or poetic alterations) 
is intimately related to the debt the new owes to 
tradition. Its mirror image, survivals, attests not 
only to permanence, but to the intensification of this 
same tradition as a result of the production of the 
new. The next pair operates in a more outer manner. 
More than affirming the plurality of interpretations, 
the term "voices" refers to the very reconstruction 
of the meaning of art and its works in a network of 
utterances in which all are involved. Drift, which is 
also an expansion of the field of art, operates in a 
more disperse and subtle way, asking about connections 
between the Bienal Pavilion and its reverberations on 
the outside. Finally, the transversal zone denominated 
reverse is like a critical space that doubles over upon 
itself, crossing the four curatorial zones and produc-
ing reflexive diaphanous actions in the entire Bienal.
 It was upon these somewhat abstract ideas that 
we set out to design a scheme for the project of 
this exhibition's visual identity. Luckily for us, 
above all of them hovered a fundamental image for the 
articulation of the event: the constellation. According 
to the curators, the meaning of a particular work is 
never given, but rather is imminent, and the operation 
that generates this meaning is always a constellate 

 This support, however, cannot be merely techni-
cal, much less reactive. In order for the process to 
be virtuous, this staff must be able, from the very 
beginning, to propose ways of working that respond in 
a certain manner to the questions and expectations of 
the curators, keeping in mind that it is necessary to 
suspend the traditional notion of authorship as an 
automatic procedural method. In other words, it is a 
staff that must master both the project and the garrets 
of the meta-project (the blueprint of the conditions 
according to which a project is made).

Each in its own way
If all biennials are, in one way or another, anten-
nas for the contemporary discussion of art, each of 
them does this in an entirely different way. Their 
magnitude, for its part, amplifies the possibility of 
achieving these differences, often making curators feel 
impelled to rethink the very spatial and communica-
tional structures of the event.
 With this, architecture, publications, web sites 
and applications, advertising, signs and a series of 
other artifacts from the project stop playing mere 
supporting roles. Actually, they can no longer even be 
thought of as inter-semiotic expressions of curatorial 
thought. It would be more appropriate to say that they 
end up being a part of the Bienal itself and, at the 
same time, acknowledge that it is much larger than the 
sum of its artists and works.

Constellations
Having said this, it is necessary to go briefly into 
some of the curatorial aspects of the current Bienal in 
order to show how this happened. The idea of imminence 
upon which the 30th Bienal is structured regards both 
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relationship. In effect, alterforms, survivals, voices, 
drift and reverse are all signs that speak of different 
types of connections based on which art and its mean-
ings are constructed. 

An adjusted model
All of this reinforced the impression that the current 
Bienal would be an occasion conducive to the elabora-
tion of a more open form of conceiving its own iden-
tity, coinciding with the institutional vision of the 
role of the permanent communication team. Even so, the 
start was timid, and the curatorship had to intervene 
in a precise manner for the proposal to mature.
 The first reference for the elaboration of this 
project scheme came from a previous experience carried 
out in conjunction with designer Rico Lins for an 
exhibition of posters tied to the 2010 Brazilian Bien-
nial of Design in Curitiba. The head curator, Adélia 
Borges, had suggested including posters from students 
in the series. Lins suggested we hold a different 
contest, directed at a workshop conducted by a number 
of renowned designers in which the students would send 
not only their proposal for the poster, but also a 
vision of their work during the workshop. All of those 
selected would have their works displayed and enriched 
by the process.
 This model seemed to have a strong relationship 
with the Bienal's curatorial proposals. Students pro-
ducing works out of their contact with more experienced 
designers was related, at the same time, to the ideas 
of alterforms and survival; their multiple interpreta-
tions, voices; the call to send in works and its 
national reach, driftings. 

 The first proposal, then, was this: to hold a 
national contest of design students for the production 
of posters in a workshop that would be the point of 
departure for the other aspects of identity. However, 
the differences between a poster exhibition and a 
biennial very quickly made themselves felt. If a 
single identity (or poster) should be chosen at the 
end, how can one avoid making the workshop competi-
tive? Why emphasize a contest when the emphasis should 
be on teamwork? Why treat the poster as the point of 
departure for an identity, when its role is perhaps the 
opposite (being its apex), and why treat such a complex 
identity based on such specific criteria as those of 
a poster? Finally, why limit the process to design 
students, preventing relevant contributions from other 
areas and levels of study?
 With these observations in mind, we refined the 
process. From a poster contest for students, the 
initiative turned into a call for all interested par-
ties residing in Brazil to participate in a week-long 
visual identity workshop with the participation of the 
curators themselves, a representative of the curator-
ship of the Educational team, and a number of Brazilian 
designers who had been recently involved in identity 
projects for exhibitions at the Bienal (Chico Homem 
de Melo, Daniel Trench, Elaine Ramos, Jair de Souza 
and Rico Lins), as well as a duo of Dutch designers 
suggested by the curators (Armand Mevis & Linda van 

Deursen, who came to Brazil with the support of the 
Dutch Consulate).1

Roller coaster
Nearly a year went by between the initial conception 
and the workshop, which finally took place between 
October 3 and 8, 2011, at the sophisticated installa-
tions of the Senac University Center. More than 250 
people participated in the selection of proposals, and 
twelve were chosen in a long teleconference that con-
nected São Paulo, New York, Amsterdam and Caracas.
 The workshop process was completely open. Of the 
few activities planned beforehand, almost none actually 
played out. Even at the presentation of the submitted 
proposals, it was concluded that all of them were very 
close to one another and that it would be best simply 
to set them aside in order to constitute a single 
group. From that point forward, everything was decided, 
configured and prepared in an ad-hoc manner.
 It is not important to go into great detail about 
what took place, but the experience was much more 
intense than could have been foreseen. Enthused by 
the discussion of visual identity as the arrangement 
of the rules of a game, the project's directions were 
altered on a daily basis in long discussions inter-
rupted by constant simultaneous translations; the eight 
hours of work per day quickly turned into twelve; the 
entire week wasn't enough to contain the experience. 
In the end, six groups were organized with different 

1 Because of scheduling issues, the designer Rico Lins partici-

pated in the selection committee, but not in the workshop. 

The participation of Chico Homem de Melo – a reading of the 

submitted works – also failed to take place because of reasons 

internal to the process, which will become clear below.

and at times complementary proposals, with some people 
participating in more than one group.

After half-time
Part of the proposals presented was selected, not as 
a definitive result, but as an axis of orientation 
for later development by the Bienal staff, which was 
supposed to finalize it in a month's time. Part of 
this repertoire was a sign made up of four lines that 
formed the Roman numeral XXX, a study of linear and 
typographical connections, a poster and an identity 
proposal based on the radical application of a composi-
tional algorithm.
 From that point forward, the Bienal staff began 
working according to four principles: honoring the 
result and process of the workshop, giving systematic 
consistency to identity, considering the problems 
typical of a biennial and offering a relevant creative 
contribution to the project. On the agenda were the 
expansion of the drawing of the sign, research into the 
possibilities of creation of constellate images, the 
exploration of the spirit of autonomy and participation 
in the play of identity.
 The sign was rearticulated into a symbol made up 
of movable parts, furthering the relationship between 
the Roman numeral and its constellate suggestion. It 
was defined that the constellations (relative arrange-
ments of texts, images and works) should be configured 
not by connecting lines, which establish “harsh” rela-
tionships, but by the relation of the images among one 
another in terms of size, proportion and distance.
 Two characteristics found in various different 
proposals and produced out of the workshop were offi-
cially incorporated: the exclusive use of the colors 
black and white and the possibility of using types 
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easily encountered in the main operational systems 
today. From this last choice there emerged an exclusive 
and inclusive typographic family, made up virtually of 
all monospaced types that exist or may come to exist, 
baptized2  Constelar Mono - a constellate typographic 
family par excellence, created not by drawing this or 
that source, but by the bringing together of sources 
with a common characteristic.

Point of departure
As important as the resulting visual codes was the way 
of understanding the later development of the project. 
Instead of establishing precise and detailed rules for 
the configuration of all the visual applications, the 
project left them up in the air, opening up space for 
the individual evolution of each piece, given that all 
are candidates for radical reconfiguration and do not 
lend themselves well to predefinitions.
 The identity of the Bienal was defined by a 
constellate principle that induces variation. Instead 
of producing a final destination, the process of the 
development of this exhibition's identity was, at last, 
understood as a point of departure for new experiences, 
among which the production of the thirty posters was 
especially symbolic (it should be stressed that the 
coincidence between the edition of the Bienal and the 
number of participants in the workshop was precisely 
that – a coincidence that was not called for in the 
process; when we counted them, we had the number 
thirty). Bienals represented by various different 
posters are nothing new: in the first Bienal, Antonio 
Maluf produced a poster with a number of color varia-
tions; in the 24th, four posters were produced with 
images of works by Louise Bourgeois. Although it was 
not a first, the proposal did have some rather specific 
characteristics. 

2 Monospaced fonts are those in which all characters occupy the 

same horizontal space, regardless of their design.

 Its number was supposed to celebrate the thirty 
editions of the Bienal. Despite the variety, the post-
ers were supposed to correspond to a single visual 
concept, materializing the idea of multiplicity of 
poetics, alterformation, survival and the drifting of 
forms. The initiative, for its part, expressed this 
Bienal's belief in the value of deliberation and in 
the collective processes of thought and action. In the 
words of the curatorship of the 30th Bienal, “formal 
solutions always have a hypothetical value, just as 
works of art are possible, but not necessary, solutions 
in the face of a diversity of needs, circumstances and 
problems; the 30th Bienal will not be a dogmatic bien-
nial. Maintaining the rigor of a concept and remaining 
faithful to this concept's regulatory capacity, this 
believes in the intrinsic work of variation and in 
variety as a distinctive characteristic of the aes-
thetic experience.”
 For the participants in the workshop, the experi-
ence did not end there. In addition to accompanying 
the final definition of the visual codes and producing 
posters for the event, all of them were included in an 
online group regularly fed by the communications staff 
with the layouts elaborated for the exhibition, always 
open to discussion.
 Visually, the result of the project could be 
defined by its variability. Instead of producing the 
homogeneity so present in the projects of corporate 
identity, its behavior highlights the differences of 
each application and interpretation.
 In institutional terms, the project is equivalent 
to a manifesto on the importance of a permanent staff, 
not as a privileged author of the Bienals' visual 
projects, but as a necessary structure for the essen-
tially experimental character of the Bienals to be able 
to take advantage of what meta-project-based thought 
has to offer.
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IMAGE CREDITS CONSTELLAR MAP · pp.012-15

AbsAlon
Cellule no. 3 (Prototype) (for 
new York) · 1992 · Inside view of 
a copy produced by KW Institute 
for Contemporary Art for its 2010 
exhibition · Wood, cardboard, white 
paint, fabric, neon, tubes · 202 
× 410 × 280 cm · collection: Musée 
d'Art Moderne de Saint Etienne 
Métropole · courtesy: KW Institute 
for Contemporary Art, Berlin · 
Exhibition copy

AlAir Gomes
sonatinas, Four Feet nr. 21 · c.1977 
· Silver gelatine paper · 11.5 × 
17.5 cm each

Alberto bitAr
sem título [Untitled]· 2012 · 
(series: Corte Seco) · Color 
photograph · 120 × 180 cm

AlejAndro CesArCo
index (A reading) · 2007-2008 · 
Digital c-prints, A-Z in ten pages · 
61 × 76 cm · courtesy: Murray Guy, 
New York

AlexAndre dA CunhA
landmark i · 2011 · Installation 
view, Alexandre da Cunha Monolith, 
30 April – 10 June 2011, Sommer & 
Kohl, Berlin · Parasols, flagpole 
and fittings · 250 × 250 × 706 cm · 
courtesy: Sommer & Kohl, Berlin

AlexAndre nAvArro moreirA
Apócrifo [Apocryphal] · 2001– · 
Urban intervention · Dimensions 
variable · photo: Patricia Schreiner

AlFredo CortinA
ortiz · 1955 · Fine art photography. 
Photo Rag Bright White, 310 
gsm, 100% cotton · 86 × 56 cm · 
collection: Private

Ali KAzmA
Automobile Factory · 2012 · (series: 
Obstruction) · Single-channel video 
installation with sound · 10′ · 
courtesy: Galeri Nev Istanbul

AllAn KAProw
Comfort zones · 1975 · 16-mm film 
transferred to video on DVD, b&w, 
sound · 17′49″ · collection: Allan 
Kaprow Estate · courtesy: Hauser & 
Wirth, London · photo: Allan Kaprow 
· Activity booklet published by 
Gallery Vandrés, Madrid

AndreAs eriKsson
A second time · 2007 · Bronze 
(two parts) · 130 × 100 × 100 cm 
· courtesy: Galleri Riis, Oslo, 
Stockholm · Edition 4/5

AnnA oPPermAnn
Anders sein (“irgendwie ist sie so 
anders…) [Being Different (“Somehow 
she's so different…”)] · 1970-1986 · 
Installation view, Württembergischer 
Kunstverein, Stuttgart, 2001 · 
Installation · Dimensions variable · 
courtesy: Estate of Anna Oppermann; 
Galerie Barbara Thumm, Berlin

Arthur bisPo do rosário
Carrinho – Arquivo ii [Wheelbarrow 
– Archive II] · n.d. · Wood, metal 
plastic, thread and plastic wrap 
· 112 × 56 × 102 cm · collection: 
Bispo do Rosário Museum of 
Contemporary Art, Rio de Janeiro 
City Hall · photo: Rodrigo Lopes

AthAnAsios ArGiAnAs
the length of a strand of Your 
hair, of the width of Your Arms, 
unfolded · 2010 · Installation · 
Dimensions variable · collection: 
National Museum of Contemporary Art 
(EMST), Athens · © Collection of the 
National Museum of Contemporary Art 
(EMST), Athens

AuGust sAnder
bricklayer · 1928 · (series: 
People of the 20th Century) 
· Gelatine silver print · 
26 × 19 cm · courtesy: Julian 
Sander – Feroz Gallery, Bonn · © Die 
Photographische Sammlung/SK Stiftung 
Kultur - August Sander® Archiv, 
Köln; VG-Bild Kunst, Bonn, 2011

bAs jAn Ader
broken Fall (Geometric), 
westkapelle, holland · 1971 · Color 
photograph · 41.28 × 29.21 cm · 
courtesy: Bas Jan Ader Estate; 
Mary Sue Ader-Andersen; Patrick 
Painter Editions · © 1971 Mary Sue 
Ader-Andersen · edition of 3

benet rossell
la santa secuencia [The Holy 
Sequence] · 1992 · Plaster figures, 
films of different formats and film 
reels · Dimensions variable · photo: 
Eva Rodríguez

bernArd Frize
oPA · 2007 · Acrylic on canvas · 
240.5 × 310 cm · courtesy: Galerie 
Perrotin, Paris · photo: André Morin 
· © Bernard Frize/ Galerie Perrotin, 
Paris

bernArdo ortiz
untitled (Fragment) · 2010 · 
India ink on plain writing pad 
· collection: Private · photo: 
Bernardo Ortiz

bruno munAri
libro illeggibile mn1 [Unreadable 
Book MN1] · 1984 · © Bruno Munari. 
All rights reserved Maurizio 
Corraini srl.

CAdu
o hino dos vencedores (compilação) 
[The Winners Hymn (Compilation)] · 
2012 · Lottery tickets, music boxes 
and paper · Dimensions variable · 
photo: Rafael Adorján

ChArlotte PosenensKe
square tubes, series d (original) 
· 1967 · Traffic isle, Offenbach 
(Germany), 1967 · Steel sheet · 
Dimensions variable · collection: 
Estate of Charlotte Posenenske · 
courtesy: Bukhard Brunn; Estate of 
Charlotte Posenenske, Frankfurt am 
Main · © Burkhard Brunn

ChristiAn vinCK
bombardeo a la Guaira [Bombardment 
at Guaira] · 2012 · (series: Según 
el Archivo General de Indias 
[According to the General Archives 
of India]) · Oil on canvas · 
63 × 69 cm

CiudAd AbiertA
ref.: taller Amereida [Ref.: Atelier 
Amereida] · 2010 · Professor 
Architect Andres Garcés, March 31st, 
2010 · photo: Architect Ivan Ivelic 
· © Archivo Histórico José Vial 
Armstrong, Escuela de Arquitectura y 
Diseño PUCV

dAniel steeGmAnn mAnGrAné
lichtzwang (rombo) [Light 
Constraint] · 2010 · (series: 
Lichtzwang [Light Constraint] · 

1998) · Watercolour on paper · 
21 × 15.5 cm

dAve hullFish bAileY
untitled (west by north) · 2007-2008 
· (series: Working Approximation of 
a Conventional Form, Re-determined 
by Prevailing Conditions · 2007-
2009)

dAvid moreno
silence  · 1995 · Found book, page 
and paper · Dimensions variable

dieGo mAquieirA
Confrontación de las especies 
[Confrontation of the Species] · 
2012 · (series: El Annapurna) · 
”Poemaducto” of public knowledge 
images on photocopies. Annapurna's 
fragment · © Diego Maquieira

edi hirose
nueva esperanza #8 · 2010 · 
Photograph · 50 × 50 cm

eduArdo berliner
máscara [Mask] · 2011 · Oil on 
canvas · 176 × 150 cm

eduArdo Gil
A brief history of the end of the 
war · 2010

eduArdo stuPíA
sin titulo [Untitled] · 2007 · Oil 
on canvas · 200 × 200 cm

elAine reiCheK
there’s no need · 2011 · Hand 
embroidery on linen · 116.8 × 114.3 
cm · collection: Private · courtesy: 
Shoshana Wayne Gallery, Santa Monica 
· photo: Paul Kennedy

eriCA bAum
nebulous 2 · 2011 · (series: Naked 
Eye II) · Archival pigment print · 
45.72 × 27.94 cm · courtesy: Bureau 
Gallery, New York

F.mArquesPenteAdo
homem-veado do rio de janeiro [Deer-
man of Rio de Janeiro] · 2004 · 
Embroidery (line and cotton strand), 
handmade on PVC, bread basket · 25 
cm (diameter)

FernAnd deliGnY (jACques lin)
Graniers · 1975 · Archives Fernand 
Deligny Collection, Monoblet · 
courtesy: Edition’s L’Arachnéen, 
Paris

FernAndA Gomes
sem título [Untitled] · 2012 · 
Mixed media · Dimensions variable · 
courtesy: Galeria Luisa Strina, São 
Paulo · photo: Fernanda Gomes

FernAndo orteGA
momentos después del clavado 
[Seconds After the Dive] · 2005 
· Scaffolding and framed postcard 
· Dimensions variable · courtesy: 
Kurimanzutto, Mexico City

FrAnz erhArd wAlther
Für zwei [For Two] · 1967 · (Nr. 
31,1.Work set) · Sewn dyed canvas 
· 123.2 × 46 cm · courtesy: Peter 
Freeman, Inc., New York; Galerie 
Jocelyn Wolff, Paris · photo: Tim 
Rautert

FrAnz mon
red/white · 1967 · Press text on 
blackboard · 50 × 64.5 cm

FrédériC brulY bouAbré
mythologie bété «Génie Guié Guié 
Guié» «Génie couvert d’yeux» [Bété 
Mythology “Génie Guié Guié Guié” 
“Covered Eyes Genius”] · n.d. · 
Ballpoint pen on paper glue-backed 

on cardboard · 42 × 24.5 cm · 
courtesy: Magnin-A, Paris

GeGo
sin titulo [Untitled] · 1987 · 
Plastic net, steel and metal · 
24 × 24 × 8.5 cm · collection: 
MACBA; MACBA Consortium; Long-term 
loan of Fundación Gego

GuY mAddin
bing & bela, one of the hauntings  
· 2010 · (series: Hauntings I · 
2010-) · Installation featuring 11 
original adaptations of canonical 
lost, aborted and unrealized films 
· 11 channel installation, b&w and 
colour, silent · collection: TIFF 
Bell Lightbox · photo: Guy Maddin

hAns eijKelboom
Photo note may 4, 2012, Centro, são 
Paulo · 2012 · (series: Photo Notes 
1992-2012 – A selection from the 
photographic diary) · 207 works · 
C-print (Epson Premium Luster Paper 
with Epson Ultrachrome Ink) · 50 × 
60 cm

hAns-Peter FeldmAnn
women handbags · 2012 · Installation 
view, Hans-Peter Feldmann, 
Serpentine Gallery, London (11 April 
- 5 June 2012) · Five women handbags 
with contents · photo: Jerry 
Hardman-Jones

hAYleY tomPKins
watchbough · 2009 · Found object, 
plaster · 85 × 41 × 12 cm

helen mirrA
hourly directional Field notation 20 
january, superstition wilderness · 
2012 · (series: Field Notations) · 
Water-based ink on linen · 155 × 155 
cm · courtesy: Peter Freeman, Inc.

hélio FervenzA
Apresentações do deserto 
[Introductions of the Desert] · 
2001– · Proposition

horst Ademeit
untitled (“4821”) · 2002 · (series: 
Archive Photographs) · Mixed media 
on Polaroid · 11 × 9 cm · courtesy: 
Galerie Susanne Zander, Cologne

hreinn FridFinnsson
third house · 2011 · (series: House 
Project) · Detail · Photograph · 
courtesy: i8 Gallery, Rejkjavik

huGo CAnoilAs
buraco [Hole] · 2012 · Sketch for 
Bienal de São Paulo · Pencil on 
paper
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iAn hAmilton FinlAY
hommage to malevich · 1974 · With 
Michael Harvey · Lithograph in 
folder · 28 × 28 cm · courtesy: Wild 
Hawthorn Press, the Archive of Ian 
Hamilton Finlay

iCAro zorbAr
off, Away from the Place in question 
· 2011 · Installation detail with 
42 five-inch TV set · photo: Larry 
Muñoz

ilene seGAlove
secret museum of mankind · 2011 
· 1 of 5 panels · Photograph · 
99.06 × 73.7 cm · collection: Tom 
Jancar · courtesy: Jancar Gallery, 
Los Angeles

iñAKi bonillAs
todas las fotografías verticales del 
Archivo j. r. Plaza documentadas 
fotográficamente [All the Vertical 
Photographs of the Archive J. R. 
Plaza Documented in Photographs] · 
2004 · 990 C-prints on photographic 
paper· 28 × 23 cm (each) · 
collection: Fundación/Colección 
Jumex, Mexico City

iván ArGote & PAuline bAstArd
home Cinema · 2012 · Installation 
built with found wood and sofas, 
video program · 270 × 400 × 300 cm

jerrY mArtin
resurrection of the Flesh · 2010– 
· (series: The Last Judgement) · 
Work in progress to be completed 
in several years · Typewritten text 
drawings on paper, mounted on used 
books, wood, plexiglass · © Jerry 
Martin

Jiří Kovanda
xxx · 1976 · November 19, 1976, 
Vaclavské Square, Prague (Detail) · 
B&w photo and text on paper · 29.7 × 
21.3 cm · courtesy: gb agency, Paris

john zurier
icelandic Painting (watching the 
summer) · 2011 · Watercolor on linen 
· 30.5 × 20.3 cm · courtesy: Gallery 
Paule Anglim, San Francisco

josé ArnAud bello
todas las formas de estar juntos 
[All Forms of Being Together] 
· (series: Proyecto trabajos en 
el cauce [Project Works in the 
Channel] · 2008-2011) · 2 printed 
photographs, 16 stacks of posters 
· Dimensions variable · courtesy: 
Galería OMR, Mexico

juAn iribArren
untitled · 2012 · Oil on linen · 122 
× 122 cm

juAn luis mArtínez
Campo de cerezas [Field of Cherry] · 
1975 · Mixed media · 102 × 83 cm

juttA Koether
embrace/ étreinte/ umarmung, 
ii · 2012 · Oil on canvas · 
170 × 220 cm · courtesy: Galerie 
Buchholz, Berlin/Cologne

KAtjA strunz
zeittraum #10 [Period #10] · 
2003-2012 · Wood, metal, paint 
· Dimensions variable · photo: 
Matthias Kolb

Kirsten Pieroth
inflated dinghy · 2009 · Accordion, 
dinghy, hose · Dimensions variable

Kriwet
button 11 · 1967 · Cardboard, paint, 
glue · 66.5 × 66.5 (each) (framed) · 
courtesy: B2, Berlin

leAndro tArtAGliA
ref.: la esquina indicada [Ref.: 
The indicated corner] · 2010-2012 
· Theather of moving sound · Audio 
installation

luCiA lAGunA
Paisagem n. 58 [Landscape Nr. 58] · 
2012 · Acrylic and oil on canvas · 
160 × 160 cm

mArCelo Coutinho
soarsso · 2012 · Video · approx. 20′ 
· photo: Jane Pinheiro

mArCo FusinAto
imperical distortion · 2012 · 
Fluorescent tubes, ballasts, 
aluminium frames, powered speakers, 
electrical cables · Dimensions 
variable · collection: Michael 
Buxton

mArK morrisroe
Figure study · 1985 · C-print, 
negative sandwich · 50.7 × 40.6 cm 
· courtesy: Fotomuseum Winterthur, 
Zurich · © The Estate of Mark 
Morrisroe

mArtín leGón
Fragmentos de la serie sin título 
[Fragments of the Untitled Series] 
· 2011 · (series: Fragmentos de 
la serie Sin Título) · Oil on 
cardboard · 10 × 15 cm · support: 
General Consulate of the Republic of 
Argentina in São Paulo

mArYAnne AmACher
microphone installation on a window 
at the new england Fish exchange, 
boston harbor, City-links #4 (tone 
and Place, work i) and City-links 
#14 · November 1973 – May 1976, Pier 
6/ May 1976 – November 1978, Boston 
Harbor · courtesy: Amacher Archive 
Kingston, New York

meris AnGioletti
the Curious and the talkers · 2010 
· Installation view, La Galerie, 
Noisy-Le-Sec, France · Sound movie, 
stage lights, coloured gelatines 
(RGB) · Dimensions variable · photo: 
Cédrick Eymenier

miChel AubrY
la marionette erich [The Puppet 
Erich] · 2008 · Marionette · 116 cm 
· collection: FRAC Basse-Normandie, 
France · support: Art Norac; General 
Consulate of France in São Paulo; 
Institut Français

mobile rAdio
do You listen to two radio stations 
while Falling Asleep? · © Mobile 
Radio

moris
la muerte viaja rápido [Death 
Travels Fast] · 2011 · Vinyl 
sticker on windshield · 
140 × 85 cm · collection: Arróniz 
Arte Contemporáneo

moYrA dAveY
news-stand 2 · 1994 · C-print · 50.8 
× 50.8 cm · courtesy: Murray Guy, 
New York

nAsCimento/loverA
Archivo nacional [National Archive] 
· 1997– · Digital print, ink jet 
print, transfer and plotter · 
Dimensions variable

niColás PAris
verbo [Verb] · 2010 · Pencil on 
paper · 29.7 × 21 cm

nino CAis
sem título [Untitled] · 2009 · 

Photograph · 110 × 80 cm

nYdiA neGromonte
barrado [Border] · 2012 · Raw clay 
on wall · Dimensions variable

odires mlászho
butcher · 2007 · (series: Mestres 
Açougueiros e seus Aprendizes 
[Butcher Masters and Their 
Apprentinces]) · Ink jet pigment on 
Hahnemühle paper · 170 × 127.5 cm

olivier nottellet
recadre [Crop] · 2006 · Wall 
painting · Dimensions variable 
· support: Art Norac; General 
Consulate of France in São Paulo; 
Institut Français

PAblo ACCinelli
encastres [Inserts] · 2012 · 
(series: Todo el tiempo [All the 
Time] · 2012) · Detail · Mixed media 
· Dimensions variable

PAblo PijnAPPel
quirijn · 2011 · 16 mm film · 18′ · 
courtesy: Juliette Jongma, Amsterdam

PAtriCK jolleY
Fog series · 2010 · (series: Fog) · 
· 12 digital photographc prints · 60 
× 90 cm · collection: National Craft 
Gallery, Kilkenny · courtesy: Family 
of Patrick Jolley

PAulo vivACquA
the triple ohm · 2012 · Audio 
installation · Dimensions variable · 
courtesy: Galeria Moura Marsiaj, São 
Paulo · photo: Filipe Berndt

PPPP (ProduCtos PeruAnos PArA 
PensAr)
la acción en la playa de Agua dulce 
[The Action at Sweet Water Beach] · 
1997 · (series: ¡Esa Indescriptible 
Sensación Marina! [This 
Indescribable Marine Sensation!]) 
· Photograph · 25 × 25 cm · 
collection: Casari & PPPP · photo: 
Paolo Cardone

riCArdo bAsbAum
você gostaria de participar de 
uma experiência artística? [Would 
You Like to Join an Artistic 
Experience?] · 1994– · Object to 
be used by participants · Painted 
steel · 125 × 80 × 18 cm · Work in 
progress since 1994

robert Filliou
danse-poème collectif [Collective 
Dance-Poem] · 1962 · To perform two 
by two, each turning one wheel · 
Two metal wheels · 64 cm (diameter) 
· courtesy: Galerie Nelson-Freeman, 
Paris · photo: Florian Kleinefenn 
· support: Art Norac; General 
Consulate of France in São Paulo; 
Institut Français · Replica of a 
1962 performance

robert smithson
spiral jetty · 1970 · Great Salt 
Lake, Utah · Mud, salt crystals, 
rocks, water · 522 × 4.57 m · 
collection: DIA Center for the Arts, 
New York · courtesy: James Cohan 
Gallery, New York/Shanghai · photo: 
Gianfranco Gorgoni · © Estate of 

Robert Smithson; licensed by VAGA, 
New York

roberto obreGón
disección real para rosa enferma 
[Real Dissection for the Diseased 
Rose] · 1993 · Dry petals, glue, 
paper, pencil · 34.3 × 23.4 cm 
· collection: Fundación Museos 
Nacionales/ Galería de Arte 
Nacional, Caracas · photo: Isabela 
Eseverri

rodriGo brAGA
mina [Mine] · 2008 · Photograph · 
120 × 180 cm

runo lAGomArsino
las Casas is not a home [Las 
Casas Is Not a Home] · 2008-
2010 · Installation view, Elastic 
Gallery, Malmö · Objects, collages, 
photographs, video, sculptures 
and shelfs · Dimensions variable 
· collection: Malmö Art Museum · 
photo: Terje Östlind · support: 
Moderna Museet

sAndrA vásquez de lA horrA
la vida dura un segundo [Life Lasts 
One Second] · 2010 · Pencil and wax 
on paper · 70 × 59 cm · © Sandra 
Vásquez de la Horra, Gallery Rupert 
Pfab, Düsseldorf

sAul FletCher
untitled #250 (meat + 2 veg) · 2012 
· C-print · 42 × 52.5 × 2.5 cm 
(framed)

sAvvAs Christodoulides
look, he’s Fallen Flat on his Face 
· 2010 · Wood, oil colour on glass, 
rug · collection: Harry David, 
Greece

serGei tCherePnin with ei ArAKAwA
looking at listening · 2011/2012 
· Installation and Performance · 
courtesy: Taka Ishii Gallery, Tokyo

sheilA hiCKs
Ptera ii · 2011 · Cotton, silk, 
feathers · 29 × 14.5 cm

siGurdur Gudmundsson
study for horizon · 1975 · C-print, 
letraset text on card · 53 × 62 cm · 
courtesy: i8 Gallery, Rejkjavik

simone Forti
huddle · 1961 · Performance view, 
2009 · courtesy: The Box, Los 
Angeles

soFiA borGes
Pepita [Nugget] · 2011 · Ink jet on 
cotton paper · 100 × 160 cm

studio 3z
mannequins exposant le nouveau 
mode de pantalon dénommé pattes 
d’éléphant [Models Showing the New 
Trouser's Siluette Called Elephant 
Pad] · 1973-1974 · Baryta-based 
silver gelatin paper print · 30 × 40 
cm · courtesy: MAGNIN-A, Paris · © 
Ambroise Ngaimoko (Studio 3Z)

tehChinG hsieh
one Year Performance 1980-1981, new 
York (Punching the time Clock) · 
1980-1981 · Performance · courtesy: 
Sean Kelly Gallery, New York 
· photo: Michael Shen · © 1981 
Tehching Hsieh

thiAGo roChA PittA
monumento à deriva continental 
[Monument to Continental Drift] · 
2011 · Diptych · Cement on fabric · 
260 × 120 × 220 and 188 × 191 × 180 
cm · collection: Private · photo: 
Edouard Fraipont

thomAs siPP
hôtel humboldt [Humboldt Hotel] · 
Video · 52′ · courtesy: Doc & Film 
International · © Archipel 33

tiAGo CArneiro dA CunhA
retorno de zumbi [Zumbi's Return] 
· 2009 · Multicolored stoneware · 
23 × 30 × 27 cm · courtesy: Galeria 
Fortes Vilaça, São Paulo

viola Yeşiltaç
untitled (i really must Congratulate 
You on Your Attention to detail) · 
2012 · Color handmade c-type print 
· 61 × 71,12 cm · courtesy: Balice 
Hertling & Lewis, New York

wAldemAr Cordeiro
Foto do Clube esperia [Clube Esperia 
Photo] · 1965 · B&w photograph · 
courtesy: Cordeiro Family

xu binG
Forest Project · 2005– · Large-scale 
landscape painting · courtesy: Xu 
Bing Studio

YuKi KimurA
Katsura · 2012 · One of 24 
photographs (nr. 8) · Gelatin Silver 
Print · 45.6 × 70 cm · courtesy: 
Taka Ishii Gallery, Tokyo
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CONSTELLATIONS

AbsAlon · pp. 082-3
Cellule no. 6 (Prototype, for 
tokyo) · 1992 · Inside view of 
a copy produced by KW Institute 
for Contemporary Art for its 2010 
exhibition. photo: Uwe Walter.

AlAir Gomes · pp. 084-5
sonatinas, Four Feet nr. 22 · c. 
1977 · Joaquim Paiva Collection

AlFredo CortinA · pp. 094-5
Photo: Carlos Puche

AllAn KAProw · pp. 098-9
Poster for environments, situations, 
spaces · 1961 · Martha Jackson 
Gallery, New York · courtesy: Allan 
Kaprow Estate and Hauser & Wirth

AnnA oPPermAnn · pp. 102-3
Anders sein [To Be Different] · 
1981 · Serpentine Gallery, London · 
courtesy: Estate of Anna Oppermann 
and Galerie Barbara Thumm

Arthur bisPo do rosário · pp. 104-5
dicionário de nomes A i [Dicionary 
of Names A I] · Wood, fabric, metal, 
thread and plastic · 129 × 205 cm

AthAnAsios ArGiAnAs · pp. 106-7
Courtesy: Max Wigram Gallery, London

benet rossell · pp. 112-3
Penso amb la punta del Pinzell [I 
Think with the Tip of the Brush] · 
2010 
discéorrer [Reflect] · 2012 · photo: 
Courtesy of Museu d’Art Contemporani 
de Barcelona. © Gasull Fotografia

CiudAd AbiertA · pp. 126-7
© Archivo Historico Jose Vial 
Armstrong e.ad

eduArdo Gil · pp. 140-1
dedication · 2012

F. mArquesPenteAdo · pp. 148-9
Photo: Juliano Gouveia dos Santos

FernAnd deliGnY (jACques lin) ·  
pp. 150-1
l’île d’en bas [The Bottom Island] 
· 1969 · Ink on cardboard · 
60 × 50 cm · collection: Archives 
Fernand Deligny, Monoblet, France 
· courtesy: Editions L’Arachnéen, 
Paris · © Archives Fernand Deligny

FrédériC brulY bouAbré · pp. 160-1
Frédéric Bruly Bouabré, Abidjan, 
Marcory · december 1996 · courtesy: 
André Magnin · © André Magnin

hAns-Peter FeldmAnn · pp. 168-9
Car radios while Good music is 
Playing 

horst Ademeit · pp. 176-7
Courtesy: Susanne Zander, Cologne

iAn hAmilton FinlAY · pp. 182-3
Football match, n. a Popular event 
often reconstructed entirely in 
highlights · Poem by Edwin Morgan, 
from Poor, old, tired, horse, Wild 
Hawthorn Press (1962-1968) · A world 
Cup…, Ian Hamilton Finlay, detached 
sentences, 1994

mArCelo Coutinho · pp. 216-7
View of the Orthodox Monastery of 
the Temptation, Jericho, Palestine · 
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Obata dos Santos · Marcelo Brissac · Marcelo Monzani · Marcio Harum 

· Marcio Yonamine · Marcos Moraes · Maria Brant · Maria Christina 

Marx · Maria de Lourdes Freire Maia · Maria Helena Bernardes · Maria 

José Dias Castaldi · Maria Salete Zandona · Mariana Moura & Laura 

Marsiaj · Mariana Serri · Mario Kramer · Marlene Hirata Uchima · Marli 

Matsumoto · Marold Langer-Philippsen · Martin Grossmann · Maureen Bray 

· Maurício Yoneya · Mauro Lucas · Micah Silver · Michel Weemans · 

Mikkel Meyer · Mila Chiovatto · Mirca Bonano · Mónica Manzutto & José 

Kuri · Nathalie Boutin · Nick Graham-Smith · Nils Staerk · Nilva Luz · 

Nilva Manosso · Nino Cais · Oiram Bichaff · Oswaldo Sanchez · Patricia 

Durães · Patricia Marquesoni Quilici · Patricia Phelps de Cisneros · 

Paul Judelson · Paula Krause · Paulo Mendes da Rocha · Paulo Miyada 

· Paulo Portela Filho · Pedro Molina · Pedro Montes de Lira · Pedro 

Rocha · Peter Freeman · Peter Reed  · Philippe-Alain Michaud · Pia 

Simig · Pio Santana · Priscila Abecassis · Priscila Arantes · Rafael 

Romero · Rafael Santana · Raul Keller · Regina Celia Pousa Ponte · 

Regina Ponte · Rejane Coutinho · Renata Bittencourt · Ricardo Ohtake 

· Ricardo Trevisan · Robert The · Roberto Bertani · Rodrigo de Faria 

e Silva · Rosângela Amato · Roseli Martins Evangelista · Roseli 

Ventrella · Ruy Ohtake · Salete dos Anjos · Salome Sommer & Patricia 

Kohl · Sandra Alvarez de Toledo · Sandro Cano · Sarah Ritson · Sarah 

Swenson · Sidnei da Silva · Silvia Dauder · Silvia Naccache · Silvia 

Warckmeister · Simone Molitor · Solene Gullier · Susana Yamauchi · 

Susanne Pfeffer · Susanne Zander & Nicole Delmes · Suzanne Walther · 

Tadeu Chiarelli · Tatiana Fecchio da Cunha Gonçalves · Thelma Löbel 

· Thomas Arnold · Thomas Haferlach · Till Kniola · Toby Webster & 

Andrew Hamilton · Tom Jancar · Ubiratan D’Ambrosio · Ulrich Lang · Ute 

Vorkoeper · Valéria Dias Barzaghi Toloi · Valquíria Prates · Vanderlei 

Lucentini · Vasco Szinetar · Vera Cabral · Victoria Miro · Viviane 

Sarraf · Wagner Santos · Walter Vicioni · Werner & Wolfgang Baumüller 

· William Keri · Wolfgang Bader · Yasmil Raymond

PUBLICATION CREDITS

Curators
Luis Pérez-Oramas
André Severo
Isabela Villanueva
Tobi Maier

Editorial Coordination
Editorial Bienal

Research and writing
André Severo
Ariel Jimenez
Daniela Gutfreund
Galciani Neves
Geaninne Guimarães
Isabela Villanueva
Júlia Frate Bolliger
Luis Pérez-Oramas
Tobi Maier

Translation
Cid Knipel Moreira
Gênese Andrade da Silva
Jeffery Hessney
Lucy Phillips

Proofreading
Editorial Bienal
Anthony Doyle
Daniela Gutfreund
Regina Stocklen

Graphic Design
Design Bienal

Image Management
Renata Lanari

Pre-press and Printing
Ipsis

dados internacionais de Catalogação na Publicação (CiP) 

(Câmara brasileira do livro, sP, brasil)

Catalogue Thirtieth Bienal de São Paulo: The Imninence of poetics/ 

curators Luis Pérez-Oramas...[et al.]. - São Paulo: Fundação Bienal de 
São Paulo, 2012.

Other Curators: Tobi Maier, André Severo, Isabela Villanueva

1. Arte - Exposições - Catálogos I. Pérez-Oramas, Luis. II. Maier, Tobi. 

III. Severo, André. IV. Villanueva, Isabela.

12-09543 CDD-700.74

Índices para catálogo sistemático:

1. Arte : Exposições : Catálogos 700.74

© Copyright of this publication 
Fundação Bienal de São Paulo

All righst reserved.

All images and texts reproduced in this publication 
were provided by the artists, writers and their legal 
representatives and are protected by copyright law. 
Reproduction is prohibited without the authorization of the 
artists, photographers and writers.

www.bienal.org.br

This catalogue was published on the occasion of the 30th 
Bienal de São Paulo, 7 September-9 December, 2012.



SPONSORSHIP

CULTURAL 
PARTNERSHIP

MASTER SPONSORSHIP

EdUCATION PROjECT SPONSORSHIP

AUdIO gUIdE climate-controlled space

Ministry of Culture and Bienal present Thirtieth Bienal de São Paulo



INTERNATIONAL SUPPORT

REALIZATION

INSTITUTIONAL SUPPORT

MEdIA SUPPORT PUBLICITY

SUPPORT




